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ABSTRACT 
    This dissertation was written as part of the MA in Classical Archaeology and the Ancient 
History of Macedonia at the International Hellenic University. 
    During Antiquity, people used to commemorate their deceased by placing highly visible 
sculptures as markers on their graves, such as the funerary stelae and other monuments. 
Funerary reliefs were considered the symbols of the deceased and they play a significant role 
in the research and studies for many reasons. Not only do they represent the beliefs of the 
society regarding life and death issues, but also they provide information about the artistic 
expression of local or foreign workshops, of which they were products.  
    Starting with a short historical overview on the Roman Period in the region of Macedonia, 
this Thesis discusses the subject of funerary banquet reliefs in Roman Macedonia in four main 
chapters. Chapter I describes the iconography of the funerary banquet, the existence of the 
subject from the Archaic and the Classical period and its development in correlation with the 
development of the banqueting rituals and customs in the Roman society. The second Chapter 
presents two of the most significant sculptural production centers of banquet reliefs in 
Macedonia during the Roman period, namely Veroia and Thasos - two highly important cities 
in Roman Macedonia. Each workshop is examined through the typological and 
iconographical development of the banquet reliefs, whereas an attempt is made to understand 
the Thasian or the Veroian local societies – at least as they are presented in these banquet 
reliefs. Chapter three is dealing with a different kind of funerary reliefs, the stelae or round 
reliefs with multifigured family portraits, through the presentation of the production of 
Thessaloniki and Serres, two cities that again were important and of high-quality sculptural 
centers. The last and forth chapter presents the concluding discussion about the social status 
of women and children within the Roman society in general and into Roman Macedonia in 
specific – as deducted through their depiction in the aforementioned funerary reliefs.  
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coastal cities. However, my main goal is to detect details on the private, social (or even 
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supplemented by the inscriptions written upon the reliefs, the stylistic and typological 
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INTRODUCTION 
Historical Overview 
    In 179 BC Perseus, the elder son of the Macedonian King Philip V rose to the throne. 
During his reign he tried desperately to diminish Rome’s power and influence towards the 
Greeks but unfortunately with no results. In 171 BC he went to war against the Romans in 
order to gain his autonomy but on 22 June of 168 BC, he was defeated in the battle of Pydna 
by the Roman Publius Aemilius Paullus Macedonicus.1 After the defeat, Aemilius Paullus 
and the Roman Senate decided that the Macedonians would keep their freedom but they 
would have to pay taxes to Rome. The kingdom was divided into four districts (μερίδες), all 
of which were subjected to Rome.2 
    In order to prevent the manifest of strong local centers, the Romans took some measures; i) 
Marriages between people of different districts were not allowed ii) the possession of land or 
buildings in more than one districts was forbidden iii) importing salt between the merides was 
prohibited iv) exploiting timber for ship- building was not allowed v) the exploitation of the 
silver and gold mines was put on hold and only the production of iron and copper was 
allowed to be operated iv) maintaining armed forces in the districts was prohibited apart from 
small forces in the areas bordering to the barbarians.3  
    Unfortunately, the measures that were taken in 167 BC were proven insufficient on a 
political and especially on a military point of view. The absence of armed forces in most of 
the districts turned the kingdom into an easy prey to the barbarians. This situation led to the 
uprising of Andriscus in 149 BC, who claimed to have been the lost son of Perseus, thus the 
                                                             
1 Ando 2010, 177. Further details on the Third Macedonian war on: Golan 1989, 112- 127. Shipley 2000, 368- 
383. Eckstein 2010, 237- 246. Burton 2017. 
2 Ando 2010, 177. The first meris included the areas from the Nestus to the Strymon, Bisaltia and Sintice. Its 
capital was Amphipolis. The second meris embraced the areas between the Strymon and the Axios and it also 
included eastern Paeonia. Its capital was Thessaloniki. The third meris comprised the regions west of the Axios, 
east of Mount Vermion and north of the Peneios River. The western part of Paeonia closed to Axios was also 
included to the boundaries of this meris.  The capital was Pella. The fourth meris consisted of Eordaea, Elimea, 
Lyncestis, Derriopus, Pelagonia and the western part of Paeonia bounded by the lands of the Dardanians. The 
capital was Pelagonia. Nigdelis 2007, 51. 
3Ando 2010, 177. Nigdelis 2007, 51- 52. 
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last king of the Macedonian kingdom. In 148 BC he was defeated by the Romans. From that 
period onwards, Macedonia lost its autonomy and became a Roman province with a regular 
army set up in the districts, governed by a Roman official.4 The provincial governor had 
political and military authorities and he was appointed for one year by the Roman Senate. A 
small council was also sent out by the Senate in order to assist the Roman official. In 10 BC, 
the northern borders of the Empire were extended further to the North, therefore the Roman 
military forces left Macedonia. As a result, the military authorities of the provincial 
governors were limited to a small local garrison and gradually declined.5 
    From 49 BC until 31 BC Macedonia was in the middle of three major battles of the Roman 
civil wars.6 More specifically, in 49 BC during the conflict between Caesar and Pompey, 
Pompey was defeated at Pharsalus. In 44 BC Caesar was assassinated, so the second phase of 
Rome’s civil wars was between the forces of Mark Antony and Octavian and the forces of 
Caesar’s assassins Marcus Junius Brutus and Gaius Cassius Longinus. In the battle of 
Philippi in 42 BC, Brutus and Cassius were defeated. During the third Roman civil war in 31 
BC, Mark Antony and Cleopatra fought against Octavian in the decisive naval battle of 
Actium.7 After Octavian’s victory at Actium in 2 September 31 BC, a new era began.8 The 
Macedonians adopted a new dating system beginning from the year 31 BC, the Augustan 
years.9  In 27 BC Octavian proclaimed himself Augustus. 
The cities in Macedonia during the Roman Era 
    After the Roman domination, the cities of the former Macedonian Kingdom were 
incorporated into the Roman Empire. Within this framework, cities of different status were 
formed: There were the tributary cities (civitates stipendiariae) and the free cities (civitates 
liberae) such as Amphipolis, Skotousa, Thessaloniki and Apollonia.10 The free cities had 
some privileges over the tributary ones: They did not pay the ordinary taxation and the roman 
                                                             
4 Nigdelis 2007, 52- 53.  
5 Sarikakis 1973, 431- 464. Nigdelis 2007, 63.  
6 Indicatively on the Roman civil wars: Syme 2002. Shotter 2005. Ozgood 2006. 
7 Nigdelis 2007, 56. Daubner 2016, 395. 
8 Further details on the naval battle of Actium on: Gurval 1998. Sheppard and Hook 2009. 
9 Nigdelis 2007, 56. Νίγδελης 2011, 83- 85. Sverkos 2012, 18. 
10 Nigdelis 2007, 65. Sverkos 2012, 18. 
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official had no authority over them. Despite the roman conquest the cities of Macedonia were 
able to maintain their existing institutions. Namely, each city had the citizen’s assembly 
(εκκλησία του δήμου) and its council (boule), its magisters (archons, gymnasiarchai, 
politarchai, agoranomoi, tamiai, ephebarch, grammateus and mnemones) which were elected 
by the citizen’s assembly for one year, its local laws and its own mechanism of serving 
justice for non-Roman citizens. However, all the city authorities answered to the Roman 
provincial governor. Apart from the above types of cities, there were also the colonies 
(coloniae) and the municipalities (municipia).11 Within this framework, the major bodies of 
the Macedonian cities regarding their organization were the so called Koina.12 
The Roman colonies in Macedonia  
    The administration of the Roman colonies in Macedonia was similar to Rome’s. More 
specifically, there was an assembly of the people, a local council namely the ordo 
decurionum and the magistrates. The curia was the most significant civic organ of the colony. 
It was consisted of maximum one hundred members, elected for life. The assembly or the 
boule had the authority to appoint the new members after they had been recommended by the 
duoviri quinquenales, namely the two magistrates elected for five years services.13 
    Regarding the political hierarchy in the colonies, the duovires were the chief magistrates 
who had judicial responsibilities. The lowest office was the two aedilis that had a variety of 
duties. Another significant political office was the quaestor, namely the city treasurer. The 
colonists had full political rights, as Roman citizens. The same applied for the inhabitants of 
the colony who owned land, an advantage which gave them the privilege to vote or be elected 
to the aforementioned offices or bodies. Their political right could be passed as well to their 
next generation.14 
    Apart from the Romans, among the inhabitants of the colony both people of Greek origin 
and foreigners are to be found. They had been living there before the foundation of the 
colony. These people were called paroikoi or incolae.15 Furthermore, some villages, vici, 
                                                             
11 Nigdelis and Souris 1997, 55- 62. Nigdelis 2007, 65-66. On roman colonies in general, Sweetman 2011. 
12 On the Macedonian Koinon, Κανατσούλης 1956, 27- 102. Nigdelis 2007, 71- 73. 
13 Σαρικάκης 1971 and 1977. Nigdelis 2007, 70. 
14 Nigdelis 2007, 70. Further details on the local Macedonian Elites on Rizakis 2003, 107- 129. 
15 Nigdelis 2007, 70. 
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were also included in the area of the colonies and they were inhabited mainly by local 
populations. The villagers were inferior to the colonists. Although they were independent 
regarding some administrative issues such as the possession of land, civic rights and making 
their own decisions upon local matters, they were depended on the colony concerning the 
political and legal aspects.16 
    Although the political history of Macedonia during the Roman era is known, the aim of 
this thesis is to present and analyze the artistically aspect of the region during this period and 
more specifically, its burial art. This essay emphasizes to the funerary reliefs with the 
depiction of funerary banquets and other family scenes.   
  
                                                             
16 Nigdelis 2007, 71. 
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CHAPTER I: THE MOTIV OF THE FUNERARY BANQUET 
I.1 Funerary reliefs in Macedonia 
    During antiquity, people used to commemorate the deceased by placing highly visible 
sculptures as markers on their graves, such as the funerary stelae. The cemeteries were 
situated outside the city’s wall, near the city gates. The funerary markers that were found in 
the graves were placed in a way that they were facing the road so that they could be visible to 
all people who either entered or left the city.17 
    These funerary sculptures were produced in massive numbers, but it is not certain who 
their sculptors were. The majority of them survived in fragments, sometimes due to their 
reuse as spolia and only a small part of them was found almost intact.18  
    The funerary reliefs were considered the symbols of the deceased, even from the archaic 
period.19  During the classical period, one is able to observe that an entire household is 
depicted on the reliefs, including not only one person but the slaves as well.20 On the one 
hand, the funerary reliefs represented the beliefs of the society regarding life and death issues, 
whereas, on the other hand they provide information about the artistic expression of local or 
foreign sculptural workshops (through the examination of their stylistic and typological 
features), of which they are products.21 
    The appearance of funerary reliefs, decorated with various scenes, in the southern part of 
the Macedonian Kingdom dates back at the beginning of the 5th century BC.22 These earlier 
monuments were few in numbers and uninscribed. They were found in urban environments 
and they presented significant stylistic similarities with works of the attic workshop and the 
Eastern Greek islands workshops. 23  Their main difference was the way the local 
                                                             
17 Grossmann 2001, 1. 
18 Grossmann 2001, 2. 
19 Ριζάκης και Τουράτσογλου 2000, 237. 
20 Grossmann 2001, 3. 
21 Ριζάκης και Τουράτσογλου 2000, 239. Grossmann 2001, 1. 
22 Ριζάκης και Τουράτσογλου 2000, 245. Στεφανίδου- Τιβερίου 2011, 661- 662. 
23 On funerary reliefs from the Eastern Greek world and Asia Minor, see: Zaphiropoulou, 1991, 525- 543 (Paros 
Island), Cremer 1992 (Northwestern Asia Minor), Pfuhl and Möbius 1977-1979 (East Greek region). On 
funerary reliefs from Attica, see Diepolder 1965 (classical period), von Moock 1998 (Imperial period), 
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(Macedonian) artists depicted the Macedonian beliefs regarding the death and the 
posthumous life.24 
    During the 4th century BC the use of the funerary reliefs was increased. Most of the stelae 
were inscribed and they derived from the cemeteries of Pella, Vergina and Mieza. On the 
inscriptions of these monuments, the names of the deceased and the name of their father were 
written. In some cases, when the deceased was a foreigner, his ethnicity was also recorded. 
Finally, in case that the deceased was a married woman both the names of her father and her 
husband were inscribed. During the same period, the name of the person who had ordered the 
creation of the relief was also engraved, but these cases are not so many.25 
    During the late Hellenistic and the early Imperial period, a new category of funerary stelae, 
mainly deriving from the workshops of Veroia and Thessaloniki, was flourished. Veroia was 
a significant city and more specifically during the Imperial Era it became the seat of the 
Koinon of the Macedonians.26 The production of the Veroian workshop was very notable and 
very often it was distinguished from the production of the workshop of Thessaloniki. At the 
end of the 2nd century AD the numbers of the funerary reliefs from Veroia were increased and 
they presented their own homogenous characteristics.27  
     A new category of funerary reliefs with a circular shape (tondo) appeared in Macedonia 
from the Imperial Era until the middle of the 3rd century AD. The production of these reliefs 
is mainly associated with the workshops of Thessaloniki and Thasos, but some significant 
examples were also found in the Valley of Strymon River. Within the circular frame of these 
reliefs the members of a family are depicted, however not in a full body presentation. More 
specifically, they are presented in a bust form, namely their heads and the upper part of their 
body (until the chest zone). Similar examples are to be found in Italy, which probably 
functioned as model examples for the Macedonian monuments. The circular reliefs appeared 
in Thessaloniki during the 1st century AD, namely at the same time when the Roman 
                                                                                                                                                                                             
Himmelmann 1999. On funerary reliefs from the Cyclades, see: Dinahet- Couilloud, 1974, 469-483 (nos. 73-91, 
Imperial period). On the Macedonian funerary reliefs, see: Ριζάκης και Τουράτσογλου 2000, 245.  
24 Nielsen and Nielsen 1998. Ριζάκης και Τουράτσογλου 2000, 245. Dunbabin 2010. 
25 Ριζάκης και Τουράτσογλου 2000, 245, 246. 
26 Nigdelis 2007, 72. On the Macedonian Koinon, Κανατσούλης 1956, 27- 102.  
27 Στεφανίδου- Τιβερίου 2011, 666. Αλλαμανή- Σουρή 2014, 37- 38. 
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community of the city was flourishing. As a result, this type of reliefs, tonda, may stand as 
characteristic examples of the Romanization process in Macedonia, namely the introduction 
of a Roman funerary model type, its use and its adoption in the daily life practices of the 
Macedonians.28  
    From the 2nd century AD and onwards, rectangular reliefs, which were used either as 
funerary stelae or they were incorporated (as spolia) in constructions, appeared in Macedonia. 
On these reliefs, the figures of the deceased and his family were depicted in bust form as on 
the circular reliefs. The main subject of these reliefs was associated with funerary banquets 
scenes or with the depiction of the deceased upon a horse (Horse Rider). Most examples of 
this type derived from the area of Langada.29  
    In the territory of Upper Macedonia, the earliest funerary reliefs are dated in the second 
half of the 4th century BC and the majority of them were uninscribed. They derived from the 
major cities of Upper Macedonia, such as Aiane, Herakleia Lyncestis and others. During the 
Hellenistic period, the number of the stelae was increased, and they carried inscriptions. In 
the inscriptions, the name of the deceased was written along with the name of his father. This 
motif continued until the Roman period, when the number of the funerary reliefs was 
escalated. Meanwhile, on the inscriptions of the stelae, dated in the middle Hellenistic period 
and onwards, the invocation “χαίρε” or “ήρως χαίρε” was engraved. 30  
 
 
 
 
 
 
 
                                                             
28 Στεφανίδου- Τιβερίου 2011, 666- 667. 
29 Στεφανίδου- Τιβερίου 2011, 667. 
30 Ριζάκης και Τουράτσογλου 2000, 246- 247.  
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I.2 The Iconography of the Funerary Banquets 
The Banquet as a custom 
    When studying the history of the royal banquets, it becomes understood that Rulers always 
used them as means to create bonds with their subjects. However, the dining customs and 
practices were not always the same. The Persian Kings organized official banquets, which 
were lavish and highly ceremonial, during which ,however, the kings were always dining 
alone so that their royal status would be distinguished, from their guests.31 
    In the Macedonian Kingdom though, the banqueting tradition was quite different. The 
King would dine with the guests and the banquets usually would end up with drinking 
sessions.32 
    These two different practices of dining, in combination with the traditional classical Greek 
symposion, influenced the organization of the banquets during the Hellenistic and the Roman 
Era. During these periods the kings and the emperors arranged official banquets that were 
usually luxurious and ceremonial, as the Persians did, but they personally participated in 
these banquets just as the Macedonian Kings.33 The Roman banquets are known as Roman 
convivia and they emphasize to the eating session and the meals in contrast to the Greek 
symposion which focuses on the drinking session.34 
    The custom of the reclining banquet appeared in Greece during the 7th century BC and it 
seems to originate from the Near East. In the Greek world of the Archaic period it became the 
symbol of the families of the Aristocracy. It was a gathering of the members of the Elite 
families where they would eat and drink accompanied by poetry and music. Later, at the end 
of the Archaic period, this custom was adopted by people who did not derive from the 
Aristocracy, but they belonged to the upper strata of the society due to their wealth and 
fortune. Therefore, we may suggest that as a custom, common banquets started to be accepted 
or were applied to a wider social group.35  
                                                             
31 Nielsen and Nielsen 1998, 102.  
32 Nielsen and Nielsen 1998, 102. 
33 Nielsen and Nielsen 1998, 102.  
34Aristodemou 2014, 123. 
35 Dunbabin 2010, 11. 
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    The practice of the reclining banquet influenced also the cities in Italy and especially 
Etruria36, as it is evident in paintings from the Etruscan tombs or in the reclining couples 
decorating the Etruscan sarcophagi lids.37 However, it is not yet known when this custom was 
introduced in Rome itself. The ancient sources do not mention that it was being practiced 
during the early Republic Era. According to Livy, the appearance of this custom is dated in 
399 BC. Moreover, in the comedies of Plautus which are dated in the end of the 3rd century 
BC and the beginning of the 2nd century BC, the heroes are represented in a reclining 
position. Nevertheless, the Romans had officially adopted the rite of the reclining banquet by 
the late Republic period. Initially, this ritual was organized only by - and for- members of the 
Aristocracy, as it happened in the Greek world, but later it was expanded and applied to lower 
social strata as well. However, despite the passage of time, the reclining banquet continued to 
be considered as a symbol of luxury and privilege of a specific social class.38 
    Regarding the depiction of funerary banquets in art during the Roman Era, they were 
usually found both in domestic and funerary environments. Banquet scenes in funerary 
sculptures were the most preferred subject. More specifically, the banqueting theme was used 
in banquet reliefs, grave stelae and sarcophagi, on smaller monuments such as the altars and 
the urns, as well as in the mural paintings within the tombs (Figure 1). Banquet scenery 
within the household was to be found on the wall paintings and occasionally on the mosaic 
pavements of private wealthy Roman houses.39  
 
                                                             
36 Dunbabin 2010, 12. 
37 Dunbabin 2010, 25- 26.  
38 Dunbabin 2010, 12-13. Further details on the practice of the Roman banquet on: Donahue 2004, 43-44, 52-64, 
65- 91.   
39 Dunbabin 2010, 5-6, 107- 108. Aristodemou 2014, 124. 
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Figure 1. Feast of Lars Velch, the Tomb of The Shields, Necropolis of Tarquinia. 340 BC. 
(https://www2.fci.unibo.it/~baccolin/tombscudi/The%20Tomb%20of%20the%20Shields.htm) 
 
    The decorative subject of the funerary banquet was adopted by people all over the ancient 
world. It was observed not only in the Greek territories but also in all other regions of the 
Roman Empire, both at the Mediterranean basin (e.g. Egypt, Palmyra) and the central 
European Provinces (e.g. Germania).40 
 
 
 
 
 
 
 
 
 
 
 
                                                             
40 Dunbabin 2010, 14. 
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The Banquet as Iconographical motif 
    As stated by G. Aristodemou, “During the Roman period, the banquet scenery applied both 
to domestic and funerary grounds. In wealthy Roman households banquet scenes were 
depicted in mural paintings and mosaic floors. In funerary environments banquet scenes were 
depicted in tomb frescoes and in funerary sculpture (banquet reliefs, grave stelae, ossuaries, 
altars, sarcophagi, round sculpture)”. 41 
    The simplest and most common iconographical type is a scene containing a male figure 
that is depicted reclining upon a dining bed. This scene is known as the “Totenmahl motif”, 
namely the meal of the deceased.42 The male banqueter is usually depicted reclining in a 
standard position, leaning upon his left elbow. He is half naked, with the himation covering 
the lower part of his torso, his pelvis and his legs. With his left hand, which is resting upon 
one or two cushions (pillows), he usually holds a drinking cup (Figure 2).43  
 
Figure 2. Funerary banquet from Thasos. Constantinople Arch. Museum, Inv. 
1947. Holtzman 2019, pl. XXII, no 154. 
 
    In some reliefs, the male figure holds a wreath in his right hand and sometimes he is 
crowing a female figure (usually his wife) that is seating next to him. In some cases, a small 
dog is also included in the scene, under the couch or the table in front, as a companion of the 
deceased. The basic element of the banquet iconography is the dining bed/ couch (lectus, 
                                                             
41 Aristodemou 2014, 123-128, mainly note 16 with further bibliography.  
42 More about the funerary banquet reliefs around the Mediterranean on: Dentzer 1978, 63- 82. Dentzer 1981, 1- 
18. Dentzer 1982. Fabricius 1999. Most recently, Holtzmann 2019, 75-188, cat. nos 154-251.  
43 Dunbabin 2010, 14, 104, Αλλαμανή- Σουρή 2014, 247. 
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Kline), upon which the deceased is depicted reclining. Another important furniture in these 
scenes, is the circular table (mensa) supported on three elaborately carved legs with a feline 
endings, usually placed in front of the couch. It is usually depicted “a’ vol d’ oiseau” so that 
its surface with the various dishes upon it is visible to the spectators.44 Another important 
element of the composition is the chair where the female companion of the deceased is 
depicted. This chair is called difros (δίφρος).45 Sometimes the female figure may be depicted 
sitting on the edge of the dining couch. The funerary banquet is supplemented with secondary 
figures, such as the servants who bring drinks and the children of the family, who are usually 
depicted in a smaller scale.46 Finally, it is also interesting that in some reliefs one can observe 
an attempt of depicting the natural landscape.47  
    Regarding the scenes of funerary banquets on grounds of chronological development, the 
banqueter was initially depicted seated. This type appeared in Mesopotamia during the 3rd 
millennium BC and it was related to the depiction of the royal greatness. Same depictions 
were also observed in Egypt and in other regions in the Middle East.48 Later on, the banqueter 
began to be depicted reclining upon the dinning couch.49 The earliest example of the reclining 
banquet is an Assyrian relief from Nineveh which is dated approximately in 646- 636 BC 
(Figure 3).  
 
Figure 3. British Museum, WA 124920. Nineveh, Garden Fest of 
Assurbanipal. Dunbabin 2010, 14 fig. 2. 
 
                                                             
44  Αλλαμανή- Σουρή 2014, 247- 248. Holtzmann 2019, 76-83, cat. no 154, pl. XXII-XXV on a detailed 
description of a complete banquet scene. 
45 Dunbabin 2010, 104, Αλλαμανή- Σουρή 2014, 248. On the banquet/symposion furniture, see Boardman 1990, 
122-131. 
46 D’ Arms 1991, 171- 183. Nielsen and Nielsen 1998, 56- 66. Dunbabin 2003, 443- 468. Dunbabin 2010, 104. 
47 Αλλαμανή- Σουρή 2014, 248, 368 no 64.  
48 For example, Hirschland- Ramage 1979, 91- 95. Dentzer 1982, 21- 50. Dentzer 1986, 169. 
49 Dentzer 1986, 169. 
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    In this relief (figure 3), the King is reclining upon a dining couch and with his right hand 
he is holding a drinking vessel. His wife, the Queen, is seating on a throne near the couch and 
she is drinking from a bowl. In front of the couch there is a table with dishes upon it. Servants 
are also depicted in the scene bringing the offerings, entertaining the couple and playing 
music. The depiction of this relief is related to specific royal ceremonies and it displays the 
royal power of the King and the Queen.50 This new motif was also noticeable both in the 
Greek and in the Etruscan world from the turn of the 7th century to the 6th century BC. Its 
exact origins though are not known.51  
    The “Totenmahl” relief, known otherwise as Νεκρόδειπνο, was widely diffused in Attica 
during the second half of the 5th century and especially during the 4th century BC (Figure 
4).52  
 
Figure 4. Athens, NM 1501. Formerly called “the 
Death of Socrates”. ca. 400-350 BC. 
(http://www.perseus.tufts.edu/hopper/artifact?name=At
hens,%20NM%201501&object=Sculpture) 
 
    This motif was initially observed on votive reliefs which were dedicated to heroes. The 
hero was depicted reclining upon a dining couch during the symposion. A female figure, his 
companion/wife, was sitting next to him and sometimes people brought offerings and heroic 
                                                             
50 Dunbabin 2010, 14-15.  
51 Dentzer 1986, 169. 
52 Dentzer 1981, 1. Dunbabin 2010, 104.   
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attributes to the banqueter, namely a horse’s head and a snake are visible on the relief ground 
(Figure 5).53  
 
 
Figure 5. Athens, NM 3873. 325-300 BC. Votive 
banquet relief.  Dentzer 1982, pl. 76, fig. 453. 
 
    The Attic production of funerary reliefs with the depiction of banquets dominated in the 
ancient world and influenced several other regions as well, a fact that is perhaps explained 
due to the homogeneity of the reliefs.54 This motif was widely used in funerary environments 
in Asia Minor as well, and more specifically in regions where people of Greek origin came 
into contact with semi- Hellenized people, or even non- Greeks and as a result they spread the 
Greek culture and art to these territories. Thus, the Funerary Banquet motif is observed in 
stelae originating, for example, from Daskyleion in Mysia, dated in the turn of the 6th century 
to the 5th century BC, on the paintings in the tombs of Kizilbel and Karaburun II at Elmali in 
Lycia, dated in the late Archaic period, or even on the rock- cut reliefs of Lycian sarcophagi 
and tombs which are dated in the end of the 5th and in the 4th century BC.55 
    From the Hellenistic period, the Banquet motif was widely used in funerary stelae and a 
great number of variations was created. More specifically, more figures were added on the 
                                                             
53 Dunbabin 2010, 105. 
54 Dentzer 1981, 1.  
55 Dunbabin 2010, 105-106. Further literature on funerary banquet reliefs from the East on: Pfuhl and Moebius 
1977-1979. Dentzer 1978, 63- 82. Fabricius 1999.  
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couch, or more female figures were introduced to accompany the deceased, whilst more 
decorative details appear on furniture and the background. During the Roman Era, the motif 
was almost exclusively used in funerary reliefs.56 The banqueting theme prevailed in the 
Roman art from the turn of the 1st century BC to the 1st century AD, throughout the Imperial 
period, until it gradually disappeared in the 5th or in the 6th century AD, during the Christian 
Period (though until then it was also very appropriate to depict or symbolize the common 
feasts of the early Christians).57  
    During the early and mid- Republic Era, it is difficult to distinguish whether the Romans 
were influenced, regarding the depiction of funerary banquet scenes, directly from the Greek 
or from the Etruscan art. By the late Republic Era though, the distinction was clearer. The 
Etruscans who were conquered by the Romans had influenced them in a wide variety of 
social aspects. But it may be also safe to assume that on grounds of Art, both Etruscans and 
Romans were affected by the Greek element that pre- existed in the Italian Peninsula since 
the 8th century BC colonization, and later on by their acquaintance with the Hellenistic art.58 
Moreover, it is important to highlight that in the Roman Imperial art, at least based on the 
surviving works, the Emperor was never depicted as a banqueter – thus, evidently, the 
banquet did not follow an official imperial iconography. Perhaps this iconography might have 
been depicted on the wall paintings or on the mosaic floors of the Emperors’ palaces, which 
however are not preserved nowadays.59 
 
 
 
 
 
 
                                                             
56 Dunbabin 2010, 106- 107.  
57 Smith 2003. Taussig 2009. Dunbabin 2010, 5. 
58 Dunbabin 2010, 33. 
59 Dunbabin 2010, 8. 
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CHAPTER II: BANQUET RELIEFS FROM MACEDONIA: THE WORKSHOPS OF 
VEROIA AND THASOS 
II.1. Veroia 
The cemeteries 
    The necropolis of Veroia was located outside the city’s walls and it was divided into 
different cemeteries regarding their location towards the city. More specifically, there was the 
Northeastern and Northern cemetery, the Southeastern, the Southern, the Southwestern and 
the Western cemetery. In the Eastern sector, a lack of monuments and funerary findings is 
observed, up until now, perhaps due to the significant public buildings that were found in this 
area such as the Baths and the Gymnasium of the city.60  
    The Northeastern cemetery was the earliest cemetery, with burials dated from the late Iron 
Age until the Early Christian period. Two earlier individual burials were found in this sector 
along with very few (approximately 15 burials) that are dated in the Archaic period. Forty 
(40) burials are dated in the end of the 5th century and in the 4th century BC and that is why 
this area was considered as the cemetery of the Classical period. A significant number of 
burials are dated in the Hellenistic and Late Hellenistic period (3rd- 1st century BC), and in 
their majority they belong to the Chamber type tombs. Lastly, burials from the Roman and 
the Early Christian period (2nd century AD onwards) are described as cist graves and pit 
graves. The Northern cemetery of the city was the necropolis of the Roman and the Early 
Christian era, since 135 graves of these periods were found there. Additionally, two 
Hellenistic Chamber tombs also came to light.61  
    The Southeastern sector of the necropolis is dated from the second half of the 4th century 
BC until the Early Christian period. It was mainly a Hellenistic and Roman cemetery, since 
funerary monuments and findings from the 4th century BC are very few in contrast to those of 
the Hellenistic and Roman periods - which were found in larger numbers. The Southern 
cemetery was used more intensively during the Hellenistic era and lots of carved chamber 
tombs were discovered there, a type of tomb which was a characteristic of this period.62  
                                                             
60 Αλλαμανή- Σουρή 2014, 48. 
61 Αλλαμανή- Σουρή 2014, 49.  
62 Αλλαμανή- Σουρή 2014, 50. 
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    The Southwestern cemetery was the continuity of the Southern. At first, this cemetery was 
considered as a Roman and Early Christian. Later on, lots of excavations were conducted that 
brought into light numbers of Chamber tombs dated in the Hellenistic period. As a result, the 
necropolis in the South was a large Hellenistic cemetery that was extended from the 
Southeast until the Southwest. The Southwestern necropolis was intensively used during the 
Roman era as well and from the 2nd century AD and onwards, the cist graves and the pit 
graves that were found were approximately 105. Finally, the Western cemetery is 
characterized by a short period of use.63  
    To conclude with, the Northeastern necropolis was the earliest cemetery of Veroia which 
might indicate the existence of an earlier settlement, the evidences of which are not preserved 
due to the continuous inhabitation in this area. The subsequent cemetery, regarding the 
chronological order, is the Southeastern necropolis.64 All the cemeteries in Veroia included a 
large variation regarding the types of graves. More specifically, there were not only common 
graves related to the middle social strata but also clusters of family monuments surrounded 
by their own precincts and individual graves with highly visible sculptures as tomb markers 
that were associated with the upper strata of the Veroian society.65 For example, part of a wall 
unearthed in the Northeastern cemetery was perhaps part of a burial precinct.66  
    During the Hellenistic period, Veroia flourished which can be observed by the large 
number and variety of funerary monuments and offerings that accompanied the deceased. In 
that period, the carved chamber tombs, which were the least expensive grave types of the 
Macedonian monuments, were the most numerous. During the 1st century BC, cist graves and 
pit graves, which were even cheaper, replaced the chamber tombs. Apart from these common 
graves though, there might have been another kind of funerary monuments, just as well 
significant, which were visible and are probably related to a specific higher social class that 
appeared in Veroia during the early Roman period. Unfortunately, none of them is preserved 
nowadays but their existence is known through the number of large funerary reliefs, depicting 
a line of statue-like figures, which were placed perhaps at the façade of these monuments.       
                                                             
63 Αλλαμανή- Σουρή 2014, 51-52.  
64 Αλλαμανή- Σουρή 2014, 53. 
65 Αλλαμανή- Σουρή 2014, 54. 
66 Αλλαμανή- Σουρή 2014, 53. 
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During the next two centuries, new funerary tomb markers appeared, among them the 
renowned “Macedonian altars”, the sarcophagi and the multifaceted funerary reliefs on which 
the deceased and their relatives were depicted in bust forms.67 
    Drougou and Touratsoglou tried to divide the cemeteries according to social criteria.68 
They suggested that the quality of the funerary monuments and offerings of the Northern 
sector were better than the quality of those of the Southeastern cemetery. However, according 
to the recent excavations that were conducted, this assumption is not right since Macedonian 
tombs were discovered in both cemeteries and more specifically, they were even more in the 
Southeastern necropolis.69 Moreover, in Southeastern cemetery significant findings came into 
light, such as the stela of Paterinos (ΑΜΒ Λ294), the stela of Evandros (ΑΜΒ Λ782), the 
stela of Stratonos Diodoros (ΑΜΒ Λ719) and the stela of Parmeneia.70 Lastly, during the 
Imperial period important funerary monuments were unearthed in the Southwestern sector as 
well, namely the monument of the family of Alypos Filippou (ΑΜΒ Λ942) and also statues, 
such as the Small Herculaneum Woman statue.71  
 
 
 
 
 
 
 
 
                                                             
67 Αλλαμανή- Σουρή 2014, 54-57.  
68 Δρούγου - Τουράτσογλου 1980, 13- 15, 112.  
69 Αλλαμανή- Σουρή 2014, 57- 58. 
70 Αλλαμανή- Σουρή 2014, 348 no 45 (stela of Paterinos ), 368 no 64 (stela of Evandros), 346 no 43 (stela of 
Stratonos Diodoros), 58 note 92, fig. 3 (stela of Parmeneia).  
71 Αλλαμανή- Σουρή 2014, 57-58, 470 no 175 (Alypos Filippou relief), 57 note 86 (Small Herculaneum Woman 
statue). 
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Typology 
    The funerary reliefs in Veroia are divided into groups regarding their typological features. 
The typology is significant because it shows the different influences of each category.72 The 
most recent typology is the one of Rizakis and Touratsoglou who focused on the reliefs of the 
Upper Macedonia.73 N. Proeva also studied the typology of the same area during the Roman 
period. In her study, she refers as well to the origins and the spread of these types to the 
regions of the Upper Macedonia.74 The typology of M. Alexandresku- Vianu is much older 
than the previous ones and it is related to the stelae of a wider territory of Macedonia during 
the Roman era. According to Alexandresku- Vianu, the typology of a monument is associated 
with its iconography, so the shape of a stela predetermines its iconography. Although, this 
theory is accurate, this pattern is not always applied.75 Lastly, the typology of M. Lagogianni 
includes the funerary reliefs that depict portraits.76 
    Following the study of V. Allamani- Souri, the funerary reliefs of Veroia are divided into 
four main categories: A, B, Γ and Δ for the earlier works and A’, B’, Γ’ and Δ’ for the 
monuments that are dated in the Imperial period. The stelae with a specific architectural 
frame are placed by Allamani- Souri to the categories A and A’ and she subdivides them into 
three subcategories regarding the type of their crowing (A1, A2, and A3/ A’1, A’2 and A’3).  
Funerary stelae whose pediment is inscribed belong to the categories B and B’. The 
categories Γ and Γ’, in Allamani- Souri’s division include stelae without a special 
architectural frame and lastly, the groups Δ and Δ’ include large stelae with figures depicted 
in a full body representation and they are dated mainly in the 1st century BC.  According to 
the above categorization of the Veroia funerary reliefs, Allamani- Souri detects some specific 
groups: the group of slim/ slender stelae (A1-2, A2-2, A3-2, Γ2), the group of reliefs with 
successive panels (A’1-2, B’2, Γ’2) and the group of reliefs whose horizontal axis is 
accentuated (A’1-3, Γ’3).77  
                                                             
72 Αλλαμανή- Σουρή 2014, 59- 60. 
73 Ριζάκης και Τουράτσογλου 1989, 1285- 1300.  
74 Proeva 1997, 137- 147.  
75 Alexandresku- Vianu 1975, 183- 200. 
76 Λαγογιάννη 1983, 13- 26. 
77 Αλλαμανή- Σουρή 2014, 60. 
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    The funerary reliefs that are dated in the early Hellenistic, late Hellenistic and early 
Imperial period are divided into four categories; 
i. The monumental stelae with pediment (A1.1). They are dated from the late 4th 
century BC until the late 1st century BC. Only three stelae from the Veroian workshop 
belonged to this category (Figure 6).78  
 
Figure 6. 
Αλλαμανή-Σουρή 
2014, 61 plan A1.1. 
 
ii. The second group includes the so called Bildfeldstelen, slender stelae with a relief 
panel (A1.2, A2.2, A3.2, Γ2) (Figure 7).  
    
Figure 7. Αλλαμανή-Σουρή 2014, 62 plans A1.2, A2.2, A3.2, 
Γ2. 
 
The main characteristic of this category is that the vertical axis is more accentuated 
than the horizontal axis. The relief scene is to be found within a square or rectangular 
panel at the upper half of the stela. Eleven Veroian stelae belonged to this category.79 
Four of these stelae had a pedimental crowing (A1.2). The gable and the acroteria are 
                                                             
78 Αλλαμανή- Σουρή 2014, 61 no 1, 6, 53.  
79 Αλλαμανή- Σουρή 2014, 62- 64, nos 5, 7, 8, 33, 45, 49, 50, 67, possibly nos 9, 10, 52. 
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inscribed within a triangle frame. This type was widely spread in Macedonia and the 
rest of the Greek world. Another type of this category is the stela with an elaborate 
inscribed palmette (A2.2)80, e.g. the stela of Paterinos (ΑΜΒ Λ294).81 The stela of 
Nikadas (ΑΜΒ Λ116) and the stela of Rode and Eutichidis (ΑΜΒ Λ206) belonged to 
another type of this category and more specifically they are characterized by a 
horizontal crowing (A3.2). 82  It is noteworthy that on the stelae of this type the 
inscription was engraved on the architrave. One exception is the stela of Rode and 
Eutichidis on which the inscription was inscribed below the scene and perhaps it was 
related to a second use of the stela. Chronologically, the stelae of this category are 
dated in the second half of the 4th century BC until the end of the 1st century BC or the 
beginning of the 1st century AD. Some of them are also dated in the first half of 1st 
century BC.83 
iii. A third category is the pedimental stelae with a restrictive relief surface (Α1.3) 
(Figure 8). 
 
Figure 8. Αλλαμανή-Σουρή 2014, 64 plan A1.3. 
 
Their main characteristic is that their width is larger than their height and they have 
multifaceted figural scenes. This group combines features from the monumental 
temple- shaped stelae, regarding their size, and from the slim/ slender stelae, 
regarding the panel where the scene is depicted and the flat surface below the scene. 
Allamani- Souri places eight stelae to this category.84 On four of them the square or 
                                                             
80 Αλλαμανή- Σουρή 2014, 62. 
81 Αλλαμανή- Σουρή 2014, 348 no 45. 
82 Αλλαμανή- Σουρή 2014, 354 no 50 (stela of Nikadas), 337 no 33 (stela of Rode and Eutichidis). 
83Αλλαμανή- Σουρή 2014, 61-63.  
84Αλλαμανή- Σουρή 2014, 64, 309 no 3, 317 no 11, 318 no 12, 347 no 44, 351 no 47, 352 no 48, 355 no 51, 368 
no 64.  
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rectangular panel is defined by antae which support the architrave (A1.3a).85  They 
are dated from the second half of the 2nd century BC until the end of the 1st century 
BC. The stela of Adea (ΑΜΒ Λ160) is the earliest of them and it is dated in the 3rd 
century BC.86 On most of them, the inscription is engraved on the architrave.87  
iv. The last category (A1.4) includes stelae with a free standing pilar (Figure 9). 
 
Figure 9. Αλλαμανή-Σουρή 2014, 
66 plan A1.4. 
 
Only two monuments belong to this group.88 They were found in fragments and they 
are not dated in the same chronological period. More specifically, the stela ΑΜΒ 
Λ118 is dated in the first quarter of the 3rd century BC while the other one (ΑΜΒ 
Λ137) is dated between the 1st century BC and the 1st century AD.89 
    Regarding the funerary stelae and reliefs dated during the Imperial period, they are also 
divided into various categories.  
i. The first and largest category gathers stelae with a free gable at their crowing 
(A’1.1) (Figure 10). 
                                                             
85 Αλλαμανή- Σουρή 2014, 64, 309 no 3, 347 no 44, 351 no 47, 355 no 51.  
86 Αλλαμανή- Σουρή 2014, 309 no 3.  
87 Αλλαμανή- Σουρή 2014, 64. Only three of them (Αλλαμανή- Σουρή 2014, 347 no 44, 351 no 47, 355 no 51) 
carry the inscription on the undecorated area below the panel.  
88 Αλλαμανή- Σουρή 2014, 66, 310 no 4, 331 no 27. 
89 Αλλαμανή- Σουρή 2014, 66, 310 no 4, 331 no 27.  
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Figure 10. Αλλαμανή-Σουρή 2014, 67 plan A’1.1. 
 
It includes thirty- eight (38) stelae.90 In this group two variations are observed: Thirty- 
one (31) stelae have the relief placed within a simple rectangular or square panel 
(A’1.1b), while in the remaining seven (7) stelae, the relief is defined by two antae 
(A’1.1a).91 A small number of these funerary stelae is dated in the 1st century AD 
whereas most of them are dated during the Imperial period. The inscriptions are 
usually engraved below the scene, but in some rare cases they are inscribed either on 
the architrave or inside the frame. The stelae of this category are usually decorated 
with multifaceted scenes with seated and standing figures. In only few stelae a single 
figure is depicted – and this is either a gladiator, or a horseman or a deceased in guise 
of a god. On one stela (ΑΜΒ Λ279) there is a different depiction and more 
specifically a couple is depicted in bust form.92  
ii. Another category of funerary stelae in the Imperial era are the stelae with an arched 
crowing (A’2.1) (Figure 11). 
 
Figure 11. Αλλαμανή-Σουρή 2014, 69 plan A’2.1. 
 
                                                             
90Αλλαμανή- Σουρή 2014, 67, 339 no 36, 343 no 40, 359 no 55, 363 no 59, 365 no 61, 366 no 62, 367 no 63, 
370 no 66, 378 no 76, 379 no 77, 380 no 78, 383 no 81, 386 no 84, 389 no 87, 390 no 88, 391 no 89, 393 no 91, 
394 no 92, 396 no 94, 402 no 101, 407 no 107, 408 no 108, 410 no 113, 417 no 120, 425 no 128, 426 no 129, 
434 no 138 (Prokla), 437 no 141, 439 no 143, 440 no 144, 444 no 148, 454 no 159, 459 no 164 (Antiochianus), 
460 no 165 (Hermes), 462 no 167, 463 no 168, 464 no 169, 475 no 179.  
91 Αλλαμανή- Σουρή 2014, 67, 343 no 40, 367 no 63, 380 no 78, 402 no 101, 426 no 129, 439 no 143, 463 no 
168. 
92 Αλλαμανή- Σουρή 2014, 67, 475 no 179.  
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Only six stelae belong to this group. Two of them are dated in the 1st century AD 
whereas the remaining four are dated during the 3rd century AD. Four stelae depict 
seated or standing figures, and two stelae are decorated with the depiction of figures 
in bust form. 93  A certain resemblance with the so called imaginae clipeatae is 
detected, according to Rizakis and Touratsoglou.94 
iii. Veroia has only few stelae with a horizontal crowing (A’3.1) during the Imperial era 
(Figure 12). They are fragmentally preserved, and they are influenced by the Attic 
workshop.95  
 
Figure 12. Αλλαμανή-Σουρή 2014, 70 
plan A’3.1. 
 
iv. During the same period stelae with an inscribed pediment (B’1), are also observed 
(Figure 13).96  
 
Figure 13. Αλλαμανή-Σουρή 2014, 70 
plan B’1. 
 
                                                             
93 Αλλαμανή- Σουρή 2014, 69, 482 no 187, 483 no 188. 
94 Αλλαμανή- Σουρή 2014, 70. Ριζάκης και Τουράτσογλου 1989, 1293, 1300, plan 7Γ, 7Δ.  
95 Αλλαμανή- Σουρή 2014, 69- 70.  
96 Αλλαμανή- Σουρή 2014, 70- 71. 
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Their vertical axis is larger than the horizontal one and they generally present a 
rectangular shape with no specific frame. This category has two sub-variations (B’1a 
and B’1b).97 These stelae seem to appear in the Veroian workshop during the 2nd and 
the 3rd century AD. Allamani- Souri placed twenty examples to this group.98 The 
inscriptions of these stelae are usually engraved below the scene. Their iconography is 
the same with the iconography of the category A’1.1. More specifically, it includes 
the alteration between seated and standing figures, as well as individual standing 
figures (usually gladiators, or young deceased in the guise of a god).99  
v. During the Imperial period the Veroian workshop also produces funerary stelae and 
reliefs with no specific architectural frame (Γ’1) (Figure 14).100 Nine (9) reliefs of 
this category are dated in the 2nd century AD101 whereas six (6) reliefs are dated in the 
3rd century AD.102 In this group there are two variations, Γ’1α and Γ’1β.103  
 
Figure 14. Αλλαμανή-Σουρή 2014, 71 
plan Γ’1. 
 
Neither of them has a specific architectural frame except from the frame within which 
lies the figural scene is placed. The main subjects are individual standing figures (e.g. 
gladiators and young deceased in the guise of a god) or even seated and standing 
                                                             
97 Further details on Αλλαμανή- Σουρή 2014, 70. 
98 Αλλαμανή- Σουρή 2014, 70 with note 154 (nos 54, 79, 83, 85, 95, 104, 109, 121, 123, 140, 142, 146, 147, 
155, 156, 157, 158, 161, 162, 163). 
99 Αλλαμανή- Σουρή 2014, 70- 71. 
100 Αλλαμανή- Σουρή 2014, 71.  
101 Αλλαμανή- Σουρή 2014, 71 with note 159 (nos 39, 115, 132, 134, 151, 152, 153, 154, 160). 
102 Αλλαμανή- Σουρή 2014, 71 with note 159 (nos 96, 97, 103, 105, 124, 171).  
103 Further details on Αλλαμανή- Σουρή 2014, 71-72. 
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figures in alteration. This category seems to repeat Asia Minor models of the 3rd 
century BC.104 
vi. Another significant category during this period includes twenty- five (25) stelae with 
two successive panels (Figure 15). According to Allamani- Souri it is divided into 
three groups regarding their different crowing: The first one (A’1.2) consists of nine 
(9) stelae with free gable.105 The second one (B’2) consists of five (5) stelae with a 
gable inscribed within a rectangular frame.106 The third one (Γ’2) consists of six (6) 
stelae with no crowing.107 
 
Figure 15. Αλλαμανή-Σουρή 2014, 73 plans Α’1.2, Β΄2, 
Γ΄2. 
 
In their majority these stelae are decorated by multifaceted compositions consisting of 
standing figures (sometimes in alteration with seated figures). There are also some 
rare occasions where figures are depicted in bust form. The inscriptions are usually 
engraved on the horizontal bands between the panels- sometimes even on the relief 
ground. This category appeared in Veroia during the late 1st century BC or early 1st 
century AD, but it was widely dominant during the 2nd century AD.108  
vii. Another important category includes reliefs of a wide length (Figure 16). This 
category is further subdivided into two groups: The first one includes stelae with a 
                                                             
104Αλλαμανή- Σουρή 2014, 71- 72.  
105Αλλαμανή- Σουρή 2014, 73 with note 166 (nos 26, 57, 60, 86, 114, 130, 136, 177, 178). 
106 Αλλαμανή- Σουρή 2014, 73 with note 166 (nos 80, 82, 116, 126, 137). 
107 Αλλαμανή- Σουρή 2014, 73 with note 166 (nos 37, 75, 133, 139, 145, 185). 
108 Αλλαμανή- Σουρή 2014, 73- 74.  
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free gable crowing (A’1.3) and it is divided into two sub- variations.109 The second 
group includes five (5) stelae with no specific architectural frame (Γ’3).110  
 
Figure 16. Αλλαμανή-Σουρή 2014, 75 
plans A’1.3,Γ΄3. 
 
The iconography of this category includes exclusively female and male figures in bust 
form depicted in a frontal position.111 Chronologically, they are dated from the 1st 
century until the end of the 2nd century AD. Evidently, such monuments with the 
horizontal deployment of figures has no models in the Hellenistic tradition, but rather 
in the artistic tradition of the central and western European provinces of the Republic 
Era, that was introduced in Macedonia.112  
viii. One last important includes funerary reliefs with large scale and statue- like figures 
(Δ-Δ’) (Figure 17).113 These reliefs were part of funerary monuments places above 
ground. Twelve examples of these stelae are attributed to the Veroian workshop. They 
present direct similarities with such reliefs from the cemeteries of Rome itself.114 
                                                             
109 Further details on Αλλαμανή- Σουρή 2014, 75- 76: group A’1.3a (naiskos type stelae with antae, nos 173, 
173, 175, 176, 181) and group A’1.3b (simple gable). 
110 Αλλαμανή- Σουρή 2014, 76 with note 183 (nos 68, 174, 180, 184, 186). 
111 Αλλαμανή- Σουρή 2014, 76 fig. 6 (no 173). 
112 Αλλαμανή- Σουρή 2014, 77.  
113Αλλαμανή- Σουρή 2014, 78 with notes 192- 193. 
114Αλλαμανή- Σουρή 2014, 78 with note 195. 
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Figure 17. Αλλαμανή-Σουρή 2014, 78 plans Δ-Δ’. 
 
    To conclude, the typology of the structural form of the funerary stelae reveals the various 
artistic influences that affected the Macedonian Kingdom. Moreover, it is observed that the 
characteristic features of the Veroian workshop differ from the characteristics of the 
workshops of the Upper and Lower Macedonia due to the different influences each area was 
affected by. More specifically, during the early Hellenistic period the Veroian workshop was 
influenced by the Attic examples. From the late 3rd century BC and onwards the center of the 
artistic activity was transferred to the Greek- speaking areas of the East and as a result the 
influences of the workshop during that period derived from these areas.115 
    In the 1st century AD, the production of slim/slender stelae, a type which date back to the 
Classical period, ceased and was replaced by the production of stelae with two panels. These 
stelae indicate the relations of the Veroian workshop with the Hellenistic areas of the North- 
West Asia Minor. During the 2nd century AD, the Roman type of the funerary reliefs 
appeared in the local production, namely stelae with an accentuated horizontal axis (width). 
Another characteristic of this Roman period type was that the deceased were now depicted 
strictly frontal and in bust form. However, it is important to note that the direct Roman 
influences- as regards the typology of the funerary stelae- from the artistic centers of the 
West and North were not that many when compared to the whole production of the Veroian 
workshop.116  
 
 
                                                             
115 Αλλαμανή- Σουρή 2014, 87. 
116 Αλλαμανή- Σουρή 2014, 87. 
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The Iconography 
    Funerary reliefs with the depiction of banquet scenes were found in many Macedonian 
cities during the Roman era. In Veroia, these funerary stelae are few. More specifically, 
eleven (11) reliefs were found among which six depicted scenes with gladiators and five (5) 
depicted deceased, the occupation of whom is unknown. These reliefs are dated from the 1st 
century BC until the 3rd century AD. They are significant findings because they provide us 
with information about the iconographical features which are similar to the reliefs from other 
regions. Their differences are few and they are related to the different workshops and the 
various artistically influences, or even qualities.117  
    The earlier funerary relief, constructed in the workshop of Veroia, is the stela of Evadros 
Melissou (ΑΜΒ Λ782) (Figure 18).118  
 
Figure 18. Veroia, Arch. Museum Λ782. 
Stela of Evadros Melissou. First quarter of 
the 1st c. BC. Αλλαμανή-Σουρή 2014, 368 no 
64. 
 
The subsequent stelae are the stela of Iolaou and Odetas (ΑΜΒ Λ246),119 dated in the 1st 
century BC (Figure 19) and the stela with the scene of a funerary banquet (ΑΜΒ Λ567),120 
                                                             
117Αλλαμανή- Σουρή 2014, 247.  
118 Αλλαμανή- Σουρή 2014, 251, 368 no 64. 
119 Αλλαμανή- Σουρή 2014, 251, 369 no 65. 
120 Αλλαμανή- Σουρή 2014, 251, 370 no 66. 
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dated in the late 1st century BC- early 1st century AD (Figure 20). The other reliefs are dated 
during the middle and late Imperial period.121  
 
 
 
Figure 19. Veroia, Arch. Museum Λ246. Stela of Iolaos and 
Odetas. 1st c. BC. Αλλαμανή-Σουρή 2014, 369 no 65. 
Figure 20. Veroia, Arch. Museum Λ567. Αλλαμανή-
Σουρή 2014, 370 no 66. 
 
    The basic and most common iconographical type of the funerary reliefs presents many 
variations. According to this first type, the deceased is depicted lying upon the dining couch 
alone. Four (4) examples of this type were discovered in Veroia and these are dedicated to the 
deceased gladiators (Figures 21, 22, 23, 24).122 Here, the figure is surrounded by weapons 
and wreaths, symbols of his victories in the arena of combats. In front of the dining couch 
there is the circular tripod table with dishes of food upon it.123  
                                                             
121 Αλλαμανή- Σουρή 2014, 251. 
122 Αλλαμανή- Σουρή 2014, 248, 455 no 160 (ΑΜΒ Λ241), 456 no 161 (ΑΜΒ Λ901), 458 no 163 (ΑΜΒ 
Λ903), 459 no 164 (ΑΜΒ Λ904). 
123 Αλλαμανή- Σουρή 2014, 248- 249. 
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Figure 21. Veroia, Arch. Museum Λ241. Αλλαμανή-Σουρή 2014, 
455 no 160. 
Figure 22. Veroia, Arch. Museum Λ901. Αλλαμανή-Σουρή 2014, 
456 no 161. 
 
 
Figure 23. Veroia, Arch. Museum Λ903. Αλλαμανή-Σουρή 2014, 
458 no 163. 
Figure 24. Veroia, Arch. Museum Λ904. Αλλαμανή-Σουρή 2014, 
459 no 164. 
 
    The second iconographical type includes two central figures. In the Veroian workshop 
there are five (5) examples which are related to this type (Figures 19, 20, 25, 26, 27).124 In 
these cases the male figure is lying upon the dining couch, whereas the other female figure, 
usually the wife of the deceased, sits in the left corner.  
                                                             
124 Αλλαμανή- Σουρή 2014, 249, 369 no 65 (ΑΜΒ Λ246), 370 no 66 (ΑΜΒ Λ569), 457 no 162 (ΑΜΒ Λ902), 
460 no 165 (ΑΜΒ Λ917), 466 no 171 (ΑΜΒ Λ192).  
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Figure 25. Veroia, Arch. Museum Λ902. Αλλαμανή- Σουρή 
2014, 457 no 162.  
Figure 26. Veroia, Arch. Museum Λ917. Αλλαμανή- Σουρή 2014, 
460 no 165. 
 
 
Figure 27. Veroia, Arch. Museum Λ192. Αλλαμανή- Σουρή 
2014, 466 no 171. 
 
 
 
In front of the dining couch there is the circular three legged- table with the dishes upon it. It 
is an integral component of the scene as it symbolizes the ritual of dining.125  
    The third iconographical type consists of two or more primary and secondary figures. 
Among the most important examples are: the stela of Evandros Melissou (ΑΜΒ Λ782, 
Figure 18) which is dated in the first quarter of the 1st century BC 126 and the stela of Prokla 
(ΑΜΒ Λ946), dated in the last quarter of the 2nd century AD (Figure 28).127  In the stela of 
                                                             
125 Αλλαμανή- Σουρή 2014, 249. 
126 Αλλαμανή- Σουρή 2014, 249- 250, 368 no 64. 
127 Αλλαμανή- Σουρή 2014, 250- 251, 434 no 138. 
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Evandros Melissou (figure 18), a servant is depicted behind the dining couch and among the 
two seated figures. This is peculiar, as the servants are never placed between the couple. The 
artist of this relief tries to present the area where the symposium was conducted and that is 
the reason why the trunk of a tree is also depicted. Moreover, in this relief some items are 
observed which were used only in votive banquets, such as the plastic rhyton that the lying 
figure is holding, the naked upper part of the male’s body and the epithet «’Ήρωα» in the 
inscription.128 
 
Figure 28. Veroia, Arch. Museum 
Λ946. Stela of Prokla. Last quarter 
of the 2nd c. AD. Αλλαμανή-Σουρή 
2014, 434 no 138. 
 
    In the stela of Prokla (figure 28), Prokla herself is the reclining female figure. According 
to the inscription, the male figure, sitting next to her on the couch is her father whereas the 
female figure, sitting upon the chair is her mother. Below the dining couch a young, naked 
Eros figure is depicted, holding two branches of poppy flowers. He is identified as the 
symbol of the eternal sleep (Thanatos), since he is depicted exactly below the couch of the 
deceased woman. In this relief, we may also observe the absence of the circular tripod 
table.129  
                                                             
128 Αλλαμανή- Σουρή 2014, 249- 250. 
129 Αλλαμανή- Σουρή 2014, 250- 251. 
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    In the funerary banquet reliefs not only of the Veroian workshop but of other regions as 
well, it is observed that the secondary iconographic motifs are attributed to the heroization of 
the deceased.130 In the stela of Evandros Melissou (ΑΜΒ Λ782) (figure 18), for instance, the 
heroic content of the scene is emphasized by the naked upper part of the banqueter’s torso131 
and the rhyton that he holds. The rhyton is a symbol of wealth and prestige and in its tip is 
decorated with the forepart of a horse. The horses in antiquity were considered, as well, as 
symbols of the upper strata of the society. Moreover, the trunk of the tree, which is depicted 
behind the couch, has also a symbolic character.132 It separates the indoor space from the 
outdoor and according to J. Fabricius, it is associated with specific funerary places such as 
the heroa. As a result, the heroic status of the deceased is emphasized, as well.133 
 
 
 
 
 
 
 
 
 
 
 
 
                                                             
130 Αλλαμανή- Σουρή 2014, 253. 
131 Αλλαμανή- Σουρή 2014, 253 with note 1108. 
132 Αλλαμανή- Σουρή 2014, 253. 
133 Αλλαμανή- Σουρή 2014, 253 with note 1110. 
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The society of Veroia as seen through the Funerary Banquet reliefs   
    The main characteristic of the funerary stelae of the Veroian workshop is that the scenes 
are usually organized into groups of two figures, one primary and one secondary. The 
primary male figures are often depicted standing, whereas the primary female figures are 
depicted seated.134 In the multifaceted scenes, each of the main figures is accompanied by 
secondary servant figures135  -namely a παίδα or θεραπαινίδα. The secondary figures are 
depicted in a smaller scale, so that they could be distinguished from the main figures of the 
scene. Moreover, their depiction in a miniature scale indicates their role in the society during 
that period,136 that they were the servants of the main figures. Although, the name of the 
secondary figures is never recorded in the inscriptions, they are integral part of the funerary 
scenes in the Greek world.137 
    Regarding the scenes with female figures, the most common motif of depiction in the 
Veroian workshop is the female seated figure, accompanied by her servant girl (θεραπαινίδα). 
The motif of the seated woman indicates her dominant presence and her authority inside the 
house. She gives orders about everything, concerning the household.138 She does not take part 
in any domestic activities and she is never depicted holding an object in her hands.139 Her 
servant girl is usually depicted holding a box containing items such as jewelries, cosmetics 
(psimithia) for the skin care, etc. This box symbolizes the wealth, the luxury, the beauty and 
the elegance of the female figure of the scene.  
    Another variation in the funerary reliefs of Veroia depicts the female figure in standing 
position, flanked by her servants. The standing female figure usually indicates the exit of the 
woman from the house with the company of a male figure and of course with the escort of her 
servants. 140  Nevertheless, the seated female figure clearly outnumbers any other kind of 
posture in the Veroian banquet reliefs. The predominance of the seated female figure 
                                                             
134 Αλλαμανή- Σουρή 2014, 268.  
135 Αλλαμανή- Σουρή 2014, 268 with note 1183 (nos 18, 20, 48, 51, 54). 
136 Further details in Αλλαμανή- Σουρή 2014, 268 note 1184. 
137 Αλλαμανή- Σουρή 2014, 268.  
138 Αλλαμανή- Σουρή 2014, 268- 269. 
139 Αλλαμανή- Σουρή 2014, 269 with note 1190. 
140 Αλλαμανή- Σουρή 2014, 269 with note 1192 (nos 17, 18, 20, 21, 24, 33, 36, 37). 
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probably reflects the conservative society of Veroia in contrast to the more cosmopolitan 
societies of the Asia Minor cities.141  
The presence of female figures in the funerary reliefs is significant since it illustrates their 
role in the society. Women in antiquity symbolize important qualities and values, such as the 
beauty, the elegance, the dignity, modesty. They were usually dressed up with high quality 
clothes and they wore lots of jewelries, emphasizing in this way the prestige of their 
husband.142 
    The male figure in the funerary reliefs of the Veroian workshop is mainly depicted 
standing. The seated male figure usually indicates an elder and a highly respected man with 
great prestige in the local society.143 In the scenes of funerary banquets, the male figure is 
depicted reclining upon a dining couch.144 
    Male figures are accompanied by servant boys (παίδες). They either look after the horse of 
their master,145 or accompany their master to his public appearances - usually holding a 
leather case (with what is needed for the occasion), or they offer him a scroll - which 
symbolizes his cultural and educational background or profession. 146  The standing male 
figure who holds a scroll in his right or left hand and he is accompanied by his servant, 
corresponds to a wise, intellectual man. This type is frequently used in the funerary stelae of 
the Veroian workshop, especially in the first half of the 1st century BC, as it reflects the 
Veroian society itself during that period.147   
    From the 2nd century AD, an alteration in the organization of the funerary scene is 
observed. The figures are depicted in bust form and strictly frontal. 148  This new form 
indicates a “conversation” between the deceased and the living people. It is considered as an 
                                                             
141 Αλλαμανή- Σουρή 2014, 274. 
142 Αλλαμανή- Σουρή 2014, 271. Zanker 1993b, 224. 
143 Αλλαμανή- Σουρή 2014, 272. Zanker 1993b, 219. 
144 Αλλαμανή- Σουρή 2014, 267. 
145 Αλλαμανή- Σουρή 2014, 273 with note 1213.  
146 Αλλαμανή- Σουρή 2014, 273 with note 1214 (nos 13, 14, 16, 18, 20, 23, 30, 31, 48, 53, 55, 81, 85).  
147Αλλαμανή- Σουρή 2014, 273.  
148 Αλλαμανή- Σουρή 2014, 274. Ριζάκης και Τουράτσογλου 2000, 269.  
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effort on behalf of the deceased for a social recognition even after his is gone.149 The artists 
are now focusing on the facial features; therefore, the figures are more individualistically 
depicted – almost portrait like. In addition, all figures are now depicted in the same scale. 
   Some observations on the secondary figures are as such: the children of the family are 
depicted in a smaller scale.150  Slave figures are not easy to identify, especially since only 
their personal name is recorded. What’s more, inscriptions or iconography do not provide 
much information about their social status.151 Another interesting group of secondary figures 
depicted in some reliefs are the so called threptoí (θρεπτοί). 152  This term corresponds to 
children that were raised in their master’s house, to adopted children, or to domestic students 
(living into the school premises). Their social status is not always clear; they may be 
servants/slaves, freedmen or other. But whatever their legal status was, threptoi were 
considered proper members of the family.153 The sentimental bond between the master and 
his/her slaves or their domestic members (threptoi) is detected through the various epigrams. 
The relief of Prokla (Figure 28) stands out among the threptoi, since she had her own grave 
stela dedicated to her by her “family”, and especially the master of the house, Aurelius 
Macedon.154 Not only that, but she is depicting reclining upon the couch in the middle of the 
relief, thus being pointed out as the most important figure or the composition.  
 
 
 
 
 
 
                                                             
149 Ριζάκης και Τουράτσογλου 2000, 269.  
150Αλλαμανή- Σουρή 2014, 274.  
151 Further details on Αλλαμανή- Σουρή 2014, 275 with note 1227. 
152 Αλλαμανή- Σουρή 2014, 276 with note 1229 with further literature on the term threptòs. 
153 Further details on Αλλαμανή- Σουρή 2014, 276 with note 1229. 
154 Αλλαμανή- Σουρή 2014, 250, 276, 434 no 138. 
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II.2. THASOS 
    Reliefs depicting the Banquet theme are abundant in the island of Thasos throughout 
antiquity. It presents fewer variations than the Horse Rider theme - another major 
iconographical subject produced by the Thasian workshop.  
    B. Holtzmann has gathered a number of almost 175 reliefs from the island of Thasos, 
which actually consist the largest and the richest collection of banquet reliefs so far in the 
ancient Greek work.155 The banquet reliefs in Thasos seem to begin at the early 5th century 
BC. The earliest and iconographical one of the most complete relief of this workshop is the 
one that today is kept at the Istanbul Archaeological Museum (Figure 2).156 It has been dated 
at around 465 BC and it launches a long series of high quality mostly votive reliefs. As 
Holtzmann comments, as soon as this theme was used for funerary purposes it started losing 
its quality, while gaining in quantity. It is however important to point out that none of the 
thasian banquet reliefs was actually found in its original location (e.g. in a cemetery).157 In 
almost every case, they were reused in late antiquity, or even modern period - a great deal of 
them were found embedded on the outer walls of modern Thasian houses. Whatever the case 
is, the strong tradition in banquet reliefs of the Thasian sculptural workshop is evident, and 
allows us to follow the iconographical development of the subject.  
    B. Holtzmann divides them in three major groups: the ancient, the recent (ca. roman) and 
the late group, each with specific differentiations.158 
 
 
 
 
 
                                                             
155 Holtzmann 2019, 168 note 127 with comments on remaining reliefs. 
156 Constantinople, Archaeological Museum, Inv. 1947, Holtzmann 2019, 76-83, cat. no 154. 
157  The original location is more easily detected in cases of votive reliefs since they are usually found in 
systematic sanctuary excavations, Holtzmann 2019, 169. 
158 Especially on the Thasian banquet reliefs, Holtzmann 1972. Holtzmann 2019, 75-188, cat. nos 154-251.   
39 
 
Typology 
A. BANQUET RELIEFS OF THE ANCIENT TYPE  
The earliest group, named by B. Holtzmann as Banquet reliefs of the ancient type 
(Banquets de type ancient) consists of twenty-eight (28) monuments which, at their 
majority, are of a votive character.159 They are mostly dated at the 5th and 4th century 
BC and they are further subdivided in smaller groups: 
1. The complete type consists of 7 reliefs. 160 This type presents the banquet 
scene in its full iconographical form (Figure 2). The banqueter is depicted at a 
reclining posture, the sine qua non posture for this theme. At the same time, it 
functions as the static and stable reference point for the composition, since all figures 
and objects deploy around him: his seated wife at his left, the servant on the left, the 
dog underneath the couch and the symbolic attributes above, on the relief ground.   
2. The shortened type.161 Here the banqueter is depicted without his female 
companion and in some cases, even without his servant.  
3. The expanded type.162 This variation is characterized by the addition of a 
group of adorants, following the Athenian tradition of the 4th century BC votive 
reliefs. Being transferred within the heroic atmosphere of the composition, it 
highlights the votive character. 163  Seven reliefs derive from Thasos, though 
unfortunately five of them are now lost. 
4. The multiplied type.164 This variation includes a larger number of banqueters 
(figures of heroes, or not) depicted lying upon two or three beds, within a -more or 
less- developed environment. This group can be dated around the middle 4th century 
BC (340/330 BC) and it is represented by few, however of exceptional quality, reliefs. 
They are mostly votive, dedicated by members of certain thiasi, that we know were 
active in Thasos, such as the relief Inv. Nr. 2765 from the Thasos museum (Figure 
                                                             
159 Holtzmann 2019, 75-108, cat. nos 154-182. 
160 Holtzmann 2019, 76-89, cat. nos 154-160, pl. XII-XXVIII. 
161 Holtzmann 2019, 89-91, cat. nos 161-162, pl. XXIX-XXIX. 
162 Holtzmann 2019, 92-96, cat. nos 163-169, pl. XXX-XXXII. 
163 Holtzmann 2019, 92. 
164 Holtzmann 2019, 97-104, cat. nos 170-174, pl. XXXII-XXXVI. 
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29). In such cases, one may understand these reliefs as depicting open public 
banquets.165 
 
 
Figure 29. Thasos, Archaeological Museum, Inv Nr. 2765. Holtzman 2019, 
no 172, pl. XXXIV. 
 
5. The unclassified reliefs. 166 This last variation of the earliest group is also 
dated at the second half of the 4th century BC and consists of reliefs that were not 
included in one of the above subgroups – perhaps due to their fragmentary state. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                             
165 Holtzmann 2019, 101. 
166 Holtzmann 2019, 104-108, cat. nos 175-181 pl. XXXVII-XXXVIII. 
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B. BANQUET RELIEFS OF THE RECENT TYPE  
    The second and largest group is named by B. Holtzmann, Banquets of the Recent 
Type (Type Récent). This group is well represented in Thasos by sixty-nine (69) 
reliefs,167  which are generally dated in the Hellenistic and the Roman period. Some of 
them are votive, but in their majority they are of a funerary character – which, we may 
comment, characterizes them with a progressive iconographical conservatism 
(manière). Namely, they present a repetition of stereotypic motifs in order to satisfy 
the funerary iconography.168 What’s more, this repetition may also reflect the work of 
a sculptural workshop that specializes in funerary banquet reliefs, rather than high 
class artists. Thus, a kind of uniformity is detected. Nevertheless, this too presents 
some variations (based on the numerous details used, or even the differences and the 
inequality of the artistic execution). B. Holtzmann, further divides them in sub-
groups: 
1. The complete type. It consists of 8 reliefs.169 The full composition includes a 
dining bed (kline) with carved legs that are covered by the couch cover. A beardless 
male figure is depicted wearing a chiton with short sleeves and a himation that is 
wrapped around the lower torso from the waist down. His left arm is supported on two 
cushions and he is holding either a skyphos cup or a papyrus scroll in his hand. His 
right arm is generally following the contour of the body and rests on his right knee. 
His head is slightly turned to the left, either on a ¾ or in profile view, towards a 
female figure that is depicted seated at the edge of the couch. Sometimes she is sitting 
on a backless chair, reinforced with an extra cushion. This female figure is depicted in 
profile view towards the right and she usually wears a long chiton, whose lower folds 
are visible, and a himation that is wrapped around her body and covers her back, her 
head and her legs. Her feet rest upon a footstool. Her right hand rests upon her legs 
and her left hand is holding the himation fold in the stereotypic gesture of revealing 
her face to her husband (αποκάλυψις). The area in front of the main composition is 
supplemented by a round table with three elegant curved legs with leonine ends that 
carries fruits, pastries and various dishes with food. The two basic figures of the 
                                                             
167 Holtzmann 2019, 108-, cat. nos 182-251. 
168 Holtzmann 2019, 108. 
169 Holtzmann 2019, 108-114, cat. nos 182-190, pl. XXXIX-XLII. 
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compositions are flanked by servant figures in miniature scale. The girl servant figure 
under the mistress of the house wears a belted chiton, her hair is formed on the back 
in a chignon and holds a cylindrical box with both hands.  On the right, a boy servant 
figure wears a short tunica, has short hair and his hands are crossed in front of his 
belly either holding a metal like instrument with a rounded extremity that recalls his 
duties as a wine pourer (οινοχόος). 
This group is further divided in two small variations: a) the Banqueter who holds a 
drinking cup (skyphos) 170 (Figure 30) and b) the Banqueter who holds a papyrus 
scroll (Figure 31).171  
  
Figure 30. Paris Louvre MND 266 (MA 3575). 
Relief with banqueter initiated at the Egyptian 
Cults. Holtzman 2019, no 182 pl. XXXIX. 
Figure 31. Thasos Arch. Museum, Inv. 60. Holtzman 
2019, no 187 pl. XLI. 
 
2. The shortened type. It consists of eleven reliefs. 172 As the name of this group 
reveals (Le type diminué), certain elements of the composition are sometimes missing, 
thus forming minor variations of the scene: 
a) The composition without the female companion. It is represented by only one 
relief (Thasos, Arch. Museum, Inv. Nr 136=1579) (Figure 32).173  B. Holtzmann, 
based on its stylistic and typological examination provides an early date, on the 3rd 
century BC. 
                                                             
170 Holtzmann 2019, 109-111, cat. nos 182-185. 
171 Holtzmann 2019, 111-114, cat. nos 186-190. 
172 Holtzmann 2019, 114-119, cat. nos 191-190, pl. XLIII-XLVII. 
173 Holtzmann 2019, 114-115, cat. no 191, pl. XLIII. 
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Figure 32. Thasos Arch. Museum, Inv. 136=1579. Holtzman 2019, no 
191, pl. XLIII. 
 
b) The composition without the girl servant figure. It consists of three reliefs 
generally dated into the 1st century AD.174  These monuments retain all the basic 
elements of the composition, lacking one of the servant figures, the girl (Figure 33). 
The remaining one is usually found next to the reclining man, and more rarely next to 
the seated female figure.  
 
Figure 33. Thasos Arch. Museum, Inv. 2769. Holtzman 
2019, no 192, pl. XLIII. 
 
c) The composition without the wine pourer (οινοχόος). This variation includes 
only one relief (Thasos, Arch. Museum Inv. Nr 1387+2715), and omits the little boy 
figure under the couch on the master’s side. The little female servant is preserved 
under the chair of the mistress (Figure 34). 175 The relief is in a fragmentary state, 
since only two parts are preserved, whereas the third and central part (with the 
reclining man) is missing.  Based on the classicizing frame, the serpent, the 
                                                             
174 Holtzmann 2019, 115-116, cat. nos 192-194, pl. XLIII-XLIV. 
175 Holtzmann 2019, 116-117, cat. no 195, pl. XLIII-XLV. 
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stereotypic execution of the garments and the facial expression of the woman, it has 
been dated at an early stage, either at the late 1st century BC or early 1st century AD.  
 
Figure 34. Thasos Arch. Museum, Inv. 
1387+2715. Holtzmann 2019, no 195, pl. 
XLIII-XLV. 
 
d) The composition with no servant figures. It includes two examples, one of 
which is today missing - known only through a rough drawing. The other one 
(Thasos, Arch. Museum, Inv. Nr 2361) is dated at around the 2nd century AD 
(Figure 35). 176 
 
Figure 35. Thasos Arch. Museum, Inv. 
2361. Holtzmann 2019, no 196, pl. XLV. 
 
 
                                                             
176 Holtzmann 2019, 116-117, cat. nos 196-197, pl. XLV-XLVI. 
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e) The composition with no servant figures, nor a female companion. It 
includes four reliefs, all dated within the 1st century AD (Figure 36).177  
 
Figure 36. Thasos Arch. Museum, Inv. 138. 
Holtzmann 2019, no 198, pl. XLVI. 
3. The augmented type, or, “Le type redouble”, as B. Holtzmann describes it. This 
type is characterized by the presence of two banqueters instead of one.178 So far it 
includes five reliefs, however there are certainly more that could be added to this 
group, including some latest finds.179 Among the monuments the most complete 
example is a family grave stela with a pediment crowning (Thasos, Arch. Museum 
Inv. Nr 2335), that commemorates three personages: Doules (Δούλης), son of 
Herodotus, Dionysius, son of Doules and Hôrea, sister or Dionysius and daughter 
of Doules (Figure 37).  
 
Figure 37. Thasos Arch. Museum, Inv. 
2335. Holtzmann 2019, no 203, pl. XLVIII. 
                                                             
177 Holtzmann 2019, 118-119, cat. nos 198-201, pl. XLVI-XLVII. 
178 Holtzmann 2019, 119-122, cat. nos 202-206, pl. XLVII-L. 
179 Holtzmann 2019, 119 especially note 112 (on latest finds and cat. nos 223-228). 
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This remarkable relief repeats every single element of the “complete type” (the bed, 
the seated woman, the girl servant, the boy wine pourer, the dog, the elegant tripod 
table full of fruits and various delicacies) with the addition of a second male figure 
upon the bed. The deceased girl (Hôrea) is not depicted in this scene. Holtzmann 
identifies the seated mature woman on the left as the mother, and the only living 
member of the family. The relief has been dated between the late 1st - early 2nd 
century AD. 
 
4. A large category is the one marked by B. Holtzmann as unclassified Fragments of 
the recent type. As easily understood, it gathers thirty eight (38) examples that are 
too fragmentarily preserved to be safely included into a specific group.180 At this 
point,  we just present the existing variations to which they seem to be included: a) 
Fragments with the banqueter, the seated woman and the boy servant (Figure 38), 181 
b) Fragments only with the banqueter and the seated woman (Figure 39), 182 c) 
Fragments only with the banqueter and the boy servant (Figure 40),183 d) Fragments 
with the banqueter alone (Figure 41), 184 e) Fragments with two banqueters and the 
seated woman (Figure 42), 185 f) Fragments with the two banqueters alone (Figure 
43), 186 g) Fragments with the seated woman and her girl servant (Figure 44), 187 h) 
Various fragments (Figure 45.1-3). 188 
                                                             
180 Holtzmann 2019, 123-136, cat. nos 207-245, pl. LI-LXI. 
181 Holtzmann 2019, 123-124, cat. nos 207-211, pl. LI-LII. 
182 Holtzmann 2019, 124-126, cat. nos 212-216, pl. LII-LIII. 
183 Holtzmann 2019, 126-127, cat. nos 217-219, pl. LIV. 
184 Holtzmann 2019, 127-128, cat. nos 220-222, pl. LV-LVab. 
185 Holtzmann 2019, 128-129, cat. nos 223-224, pl. LVI. 
186 Holtzmann 2019, 129-130, cat. nos 225-228, pl. LVII. 
187 Holtzmann 2019, 130-134, cat. nos 229-239, pl. LVIII-LX. 
188 Holtzmann 2019, 134-136, cat. nos 240-245, pl. LXI. 
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Figure 38. Thasos Arch. Museum, No Inv.Nr. 
Holtzmann 2019, no 207, pl. LI. 
Figure 39. Thasos Arch. Museum, 
Inv. Nr.3415 Holtzmann 2019, no 
216, pl. LIII. 
  
Figure 40. Thasos Arch. Museum, No Inv. Nr. 
Holtzmann 2019, no 217, pl. LIV. 
Figure 41. Thasos Arch. Museum, 
Inv. Nr.2464. Holtzmann 2019, no 
221, pl. LV. 
 
 
Figure 42. Thasos Arch. Museum, Inv. Nr.501. 
Holtzmann 2019, no 223, pl. LVΙ. 
Figure 43. Thasos Arch. Museum, 
Inv. Nr.144. Holtzmann 2019, no 225, 
pl. LVΙΙ. 
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Figure 45.1-3. Thasos Arch. Museum, Inv. Nr.3648, 2536, 3059. Holtzmann 2019, no 241, 242, 243, pl. 
LXI. 
 
5. The fifth and last group is the one described by B. Holtzmann as the Transitional 
Group.189 It generally includes reliefs that were found at the south of Thasos island 
and they are considered as a transitional point, between the recent type (Type Récent) 
and the posterior type (Type Tardif). 190  The traditional kline with an elevated 
backside is now replaced by some sort of a couch where the back- more or less -high, 
seems to curve behind the banqueter. The remaining furniture, i.e. the chair and the 
footstool, remain unchanged. The gradual extinction of the miniature servant figures, 
consist another evidence of the late character of this variation.  
                                                             
189 Holtzmann 2019, 137-139, cat. nos 246-251, pl. LXII-LXIV. 
190 Holtzmann 2019, 137. 
Figure 44. Thasos Arch. Museum, Inv. 
Nr.3279. Holtzmann 2019, no 232, pl. 
LIX. 
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    Among the first and most indicative examples is the relief of Demetria and 
Pankarpos (collection Papageorgiou) (Figure 46).191 It is of a rather large size and 
quite well preserved. Its differences from the Recent Type are detected on the form of 
the kline with the curved backside and on the absence of the miniature servant figures. 
As the funerary inscription records, it is not the stela of a married couple, but of two 
siblings, Demetria and Pankarpos, children of Auluporis (Αβλουπόρις). The presence 
of the female figure is no longer subordinate (secondary) to the male figure, since not 
only her body postured is excelled, but her name is also recorded first on the relief. 
Both heads are on the same scale and level, they present a certain individualism, thus 
escaping from the meticulous schematize of the artistic execution. Based on the male 
hair style that recalls Julian-Claudian examples, the inscription letters and the 
classicizing crowning of the relief, a date of the middle 1st century AD is proposed. 
 
Figure 46. Thasos, coll. Papageorgiou. 
Holtzmann 2019, cat. no 246, pl. LXII. 
 
 
 
 
 
                                                             
191 Holtzmann et al. 1973, 156 no 9, fig. 9. Holtzmann 2019, 137, cat.no. 246, pl. LXII (found at Calyves, 
Limenaria). 
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C. BANQUET RELIEFS OF THE LATE TYPE 
    This third group corresponds to a second iconographical renovation of the banquet 
theme. 192  From now on the theme is exclusively funerary. Changes are detected in the 
furniture style-for instance, the classical bed (kline) is now being replaced by a couch with a 
high curved backside. In addition, the backless chair upon which the female figure was seated 
is now replaced by an armchair with a simple and curved back. The low footstool is also 
omitted, and her feet are resting on the ground. There is a certain iconographical 
deterioration, that is highlighted by a similar awkwardness in execution – perhaps due to the 
lack of artistic capability in adapting the subject according the function and taste of this 
period. 193 
    Except of four reliefs that continue the earlier tradition,194 reliefs of the late type omit the 
servant figures. Therefore, the composition is further diminished. In addition, children and 
infant figures (either standing or seated upon their mother’s laps) 195 are also omitted. This 
means that this scene is merely conceived as a banquet and that it serves no more as a family 
representation. This iconographic deterioration develops around the end of the previous 
“recent type”, when a shortened version appears. 196  However, this period the female woman 
seems to acquire a more vital space within the composition, being seated in front of the tripod 
table covered with fruits. These works of the 2nd and 3rd century AD were abundant in 
Thasos. In their majority, they repeat a graphic mannerism, visible in all different variations: 
1. The late complete type presents the banqueter reclining upon a couch with high 
carved legs and a curved back side.197 Here examples of the 2nd and 3rd century AD 
are included. Typical example is the stela of Aurelius Proclus (Figure 47), dated in 
the 3rd century AD. 198  
                                                             
192 Holtzmann 2019, 140-167, cat.nos 252-300. 
193 Holtzmann 2019, 140. 
194 Holtzmann 2019, 140 cat. nos 267-270. 
195 Holtzmann 2019, 140, cat. nos 265-267. 
196 Holtzmann 2019, 140, cat. nos 198-201. 
197 Holtzmann 2019, 140-146, cat. nos 252-262. 
198 Holtzmann 2019, 141, cat. no 252, pl. LXIV. 
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Figure 47. Thasos, Arch. Museum, Inv. Nr. 
87. Aurelius Proclus. 3rd c. AD. Holtzmann 
2019, cat. no 252, pl. LXII. 
 
He is depicted wearing a long chiton and a himation. The facial features are 
individualized, resembling a portrait. He is leaning on his left elbow and he is holding 
a wine cup, while his right hand is resting on the bended knee. On the relief ground 
above him, a sickle identifies him as a winegrower. At the left edge of the relief, his 
wife is seated on an armchair with a high concave back, and her feet are resting on the 
floor. Her head is covered with the himation and is slightly turned towards her 
husband. Her left hand is reaching her neck, ready for the gesture of apokalypsis. 
Servant figures are omitted. Just in front of the couch, the tripod table is covered with 
fruits. The fruits and the legs are almost engraved, not sculpted. The same graphic 
execution characterizes all examples in this type. 
2. The augmented late type presents a few additions in the composition.199 They are 
limited and do not actually affect the inner order of the scene. They may consist of the 
couple’s offsprings, either adults or children. Servant figures are again omitted, 
whereas a dog is sometimes added. This type is further subdivided in small groups, 
according to the added figures: 
a. With  their descendants  
-adults. Two works of the 3rd century AD depict a standing small figure wearing a 
himation- it is not a child but a miniature adult figure, probably a young member 
of the family (Figures 48, 49). 200  
                                                             
199 Holtzmann 2019, 146-151, cat. nos 263-271. 
200 Holtzmann 2019, 147, cat. nos 263-264, pl. LXX. 
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Figure 48. Athens, National Museum Inv. Nr 1525. 3rd c. 
AD. Zosimos, the tutor. Holtzmann 2019, no 263, pl. LXX. 
Figure 49. Thasos, Arch. Museum Inv. Nr 640. 3rd  c. AD. 
Cleopatra’s relief. Holtzmann 2019, no 264, pl. LXX. 
 
-children. Three reliefs of the 2nd and 3rd century AD present infant members of 
the family. They are depicted either sitting on their mother’s lap or standing on 
her legs at a playful attitude (Figures 50, 51). 201   
 
 
Figure 50. Thasos, Arch. Museum, Inv. Nr 3428. 
Early 3rd c. AD. Holtzmann 2019, cat. no 266, pl. 
LXXI. 
Figure 51. Thasos, Collection 
Papageorgiou. Mid 2nd c. AD. Holtzmann 
2019, cat. no 267, pl. LXXII. 
 
b. With one or two servant figures (Figures 52, 53).202  Here, either only one, or both 
servant figures (girl with a box, boy with kyathos) are depicted. What is 
interesting in this sub-category, and certainly a Thasian particularity, is the gesture 
by the boy servant on the right to grasp a fruit from the table. Less schematic 
execution. Mostly dated in the late 2nd – early 3rd century AD. 
                                                             
201 Holtzmann 2019, 144-149, cat. nos 265-267, pl. LXXI-LXXII. 
202 Holtzmann 2019, 149-150, cat. nos 268-270, pl. LXXII-LXXIII. 
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Figure 52. Thasos, Arch. Museum, Inv. Nr 62. Late 2nd  
c. AD. Holtzmann 2019, cat. no 268, pl. LXXII. 
Figure 53. Thasos, Coll. Papageorgiou. Late 2nd  
c. AD. Holtzmann 2019, cat. no 269, pl. LXXIII. 
  
c. with a dog. This group includes the stela Zosime, dated at the 3rd century AD (Thasos, Inv. 
Nr 170+2031)203    
3. The short (fragmented) late type204 Due to the fact that we are dealing with a provincial 
workshop focusing on funerary reliefs, we should understand that its iconographic repertoire 
and artistic capacity becomes limited on the beginning of the 2nd century AD. As a result, the 
workshop produces a shortened version of these reliefs, dated mostly at the early 3rd century 
AD – where either a) the banqueter,205 (Figure 54) or b) the female figure,206  (Figure 55) is 
depicted alone.  On a certain aspect, the banqueter is depicted alone because- on grounds of 
his significance, his life or his actions, he has no need of a female presence. On the other 
hand, the Roman period has plenty cases of wealthy women (either with their own fortune, or 
with the family fortune) that commission various monuments and reliefs where they are 
depicted alone, either seated on an armchair, or even reclining on the couch on their own 
private banquet. 
                                                             
203 Holtzmann 2019, 151, cat. no 271, pl. LXXIVa-b. 
204 Holtzmann 2019, 152-154, cat. nos 272-277, pl. LXXIV-LXXV. 
205 Holtzmann 2019, 152-153, cat. nos 272-273, pl. LXXIV. 
206 Holtzmann 2019, 153-154, cat. nos 274-277, pl. LXXV-LXXV. 
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Figure 54. Thasos Arch. Museum, Inv. 
Nr. 1607. 3rd c. AD. Holtzman 2019 no 
272, pl. LXXIV. 
Figure 55. Thasos, Arch. Museum, 
Inv. Nr 2553. Holtzmann 2019, cat. 
no 275, pl. LXXV. 
 
4. Various Fragments of the late type.207 The twenty -two reliefs placed in this category, 
present features already discussed before, but they are not so well preserved as to be included 
in one of the above categories. The fragmentary state creates some uncertainties, although 
some basic elements are identified. Nevertheless, they are also further divided in 3 small 
groups: a) with two major figures,208 b) with the banqueter depicted alone,209 c) with the 
female figure depicted seated and alone. 210  
 
 
 
 
 
 
                                                             
207 Holtzmann 2019, 155-162, cat. nos 278-300, pl. LXXVIII-LXXX. 
208 Holtzmann 2019, 155-156, cat. nos 278-281, pl. LXXVI-LXXVI. 
209 Holtzmann 2019, 156-157, cat. nos 282-285, pl. LXXVII-LXXVII. 
210 Holtzmann 2019, 157-162, cat. nos 286-300, pl. LXXVIII-LXXX. 
55 
 
The Iconography 
    The three major chronological groups that were formed by B. Holtzmann (ancient, recent, 
posterior) they have no district boundaries -they are more likely overlapping each other. 
Some elements are sometimes omitted or added, or transformed – this generally concerns the 
supplementary motifs and accessories as much as the human figures involved. 
1. The figures involved. Their number varies, from three211, to six or eight figures,212 
whereas there also reliefs with twelve or even thirteen figures. 213 In time, the subject was 
stabilized in four main figures214 before it was again reduced in two.215 The numeric variation 
mainly concerns the supplementary figures than the primary ones. 
a. The main (primary) figures. From the very beginning until the end, the core 
elements of the subject, namely the reclining banqueter and the seated female figure, remain 
unchanged. The predominance of the banqueter is clear. Iconographical speaking, the male 
figure, being depicted reclining on the kline, either solo or with a companion, is considered 
sufficient to identify the scene as a banquet. On the other hand, the female figure, when 
depicted alone (Figure 55), even if seated in front of a table full of delicacies, is not enough 
to suggest a banquet scene.216  
    The placement of the banqueter and his female companion remains equally stabile. Apart 
from few exceptions,217 the female figure is placed looking the male figure face to face. In 
certain earlier reliefs (Holtzmann’s type ancient) she may even be found seated on the same 
couch next to her husband  (Figure 56),218 something that confers to the scene a certain sense 
of familiarity.219 In the funerary banquets, the emotional connection of the couple is also 
                                                             
211 Holtzmann 2019, cat. nos 154-160. 
212 Holtzmann 2019, cat. nos 163-169. 
213 Holtzmann 2019, cat. nos 173-174. 
214 Holtzmann 2019, cat. nos 182-197. 
215 Holtzmann 2019, cat. nos 252-262. 
216 Holtzmann 2019, cat. nos 274-277. 
217 Holtzmann 2019, cat. nos 154, 215-216, 281, 301. 
218 Holtzmann 2019, cat. nos 157, 159, 160, 167. 
219 Holtzmann 2019, 170. 
56 
 
indicated through the gesture of handclasp (dexiosis) (Figure 57). 220  In later reliefs 
(Holtzmann’s type tardif), when the need to project the familial relations and the marital 
status of the couple prevails, the female figure is often depicted holding an infant (or a 
toddler) on her laps  (Figures 50-51). 221  In rare cases, the female figure is engaged with 
other functions, influenced by the daily needs of a household, such as serving wine to her 
husband (Figures 56, 58), 222  or preparing a girdle (Figure 59). 223  These last examples 
belong to Holtzmann’s early type (type ancient) at around the middle -4th century BC. 
  
Figure 56. Private Collection. 2nd c. BC. Holtzmann 
2019, cat. no 160, pl. XXVIII. 
Figure 57. Thasos, Arch. Museum, Inv. Nr 
61. AD 50-100. Holtzmann 2019, cat. no 
248, pl. LXIII. 
  
Figure 58. Today lost. Mid-4th c. BC. Holtzmann 
2019, cat. no 164, pl. XXXI. 
Figure 59. Thasos, Arch. Museum, Inv. Nr. 
2662. 350 BC. Holtzmann 2019, cat. no 
175, pl. XXXVII. 
 
    In the majority of the examples, the female figure is depicted seated on a chair mostly in 
profile view, sometimes in ¾ view, and later on in frontal face This has to do with the 
                                                             
220 Holtzmann 2019, cat. nos 170, 185, 209, 224, 248. 
221 Holtzmann 2019, cat. nos 265-267, 286. 
222 Holtzmann 2019, cat. nos 160-164. 
223 Holtzmann 2019, 104 cat. no 175, pl. XXXVII. 
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funerary character of the scene that provides the female figure with greater importance than 
the previous period. She is also making the gesture of unveiling herself. At the beginning, her 
head was uncovered and by the apokalypsis gesture she was revealing her bust. Later on 
when her head was covered by the apokalypsis gesture she was revealing her face. The 
transition from the one motif to the other seems to occur around the beginning of the 3rd 
century BC, with the launch of the large series of funerary banquet scenes. The earliest 
example of the woman being depicted with her head veiled and making the apokalypsis 
gesture, comes from a relief found at the Thasian necropolis - and also presents the dexiosis 
gesture between the couple (Figure 60).224  
 
Figure 60. Thasos, Arch. Museum, Inv. Nr. 
2764. 1st half of the 3rd c. BC. Holtzmann 
2019, cat. no 170, pl. XXXVII. 
 
    The garments of the female figure remain unchanged until at least the 3rd century AD. She 
wears a long chiton belted under the chest and a himation that reached the lower legs. In 
much later examples, a garment with long stitched sleeves is introduced (but it may also be a 
clumsy simplification of the classical chiton). The general attitude is that the mistress of the 
house should always present herself bearing all proper qualities of a modest housewife. 
Initially, the veil in the head is formed by the edge of the himation, but later on (2nd -3rd 
century AD) it seems to be replaced by a thick independent hair cover, typical in the Thasian 
examples, (Figures 55, 61) but slightly difficult to comprehend in its arrangement.225   
                                                             
224 Thasos, Arch. Museum Inv. Nr 2764, Holtzmann 2019, 97 cat. no 170, pl. XXXII, 170 note 138 (First half of 
the 3rd c BC) 
225 Holtzmann 2019, 171, cat. nos 253, 261, 269, 271, 275. 
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Figure 61. Thasos, Arch. Museum, 
Inv. Nr. 89. ca. AD 250. Holtzmann 
2019, cat. no 261, pl. LXIX. 
 
    Accordingly, the male figure presents an even more stabilized iconography. Initially, at 
the votive examples, he would be depicted reclining, either on profile or frontal face view. He 
would wear the himation that left his chest naked. He would hold the phyale or the rhyton 
with his right hand. At this point, being the head of the family, he was always depicted 
bearded. From the beginning of the 3rd century BC, with the launch of the long series of 
funerary banquet reliefs in Thasos, the banqueter appears more modestly dressed wearing a 
short sleeved tunic under the himation. He appears bearded or unbearded, in accordance with 
the current trends. His right arm is usually resting upon the bended knee (apart from the cases 
where he is making the dexiosis gesture). In contrast with the votive reliefs, in the funerary 
ones he is holding the skyphos cup (or the papyrus scroll) with his left hand. 226 
    Sometimes there may be several banqueters, which are not very frequent, whereas in the 
funerary examples there are usually not more than two and they almost always signify a 
familial relationship such as father and son(s), or brothers. 227 
b. The secondary/supplementary figures 
    Cases where the banqueter is depicted alone are rather rare, 228 since - as indicated by his 
body posture - he is waiting to be served (Figure 54). In one early case (mid-4th century BC) 
he is being served by his wife.229  
                                                             
226 Holtzmann 2019, 171 note 140 and cat. nos. 186-190, 203, 205-206, 225-226,228. The papyrus scroll is not 
as frequent as is in the Black Sea, or Asia Minor examples, cf. from Byzantion (Istanbul, Arch. Museum Inv. Nr 
16), Pfuhl-Möbius 1979, no 2035, pl. 295 and Fabricius 1999, no F36, pl.32a. 
227 Holtzmann 2019, 171 note 142, cat. nos. 202-206, 223-228. 
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    In the early development phase of the subject, he is usually served by the servant boy 
(cupbearer, wine pourer, οινοχόος), who is actually depicted at about the same scale as the 
two major figures of the scene. The tendency to minimize (and thus to discriminate) the 
secondary figures seems to appear towards the end of the 4th century BC, in examples with a 
more evident Attic influence. What seems to gather all scholars’ accordance is the 
acknowledgment that the nudity of the boy servant actually reflects the afterlife banquet of 
the Blessed in Heaven. 230 It also seems that as soon as the banqueter is depicted with a nude 
torso and his wife with a veiled head, the boy servant is depicted in a miniature scale and 
dressed in a short tunica. Another observation is that his placement within the composition 
was initially more varied –either next to the large wine vessel (dinos, krater) or pouring wine. 
On the other hand, later, it became rather stabilized:  he was simply presented waiting at the 
edge of the dining couch and holding a small ladle (kyathos) – the only reference to his 
pouring services, since the large wine vessel is now omitted (Figure 31), 231 or taking some 
fruit from the table - a rather Thasian variation of the motif (Figures 37, 62). 232 
 
Figure 62. Thasos, Arch. Museum Inv. Nr 3449. 1st c. AD. 
Carilas’s stela. Holtzmann 2019, no 206, pl. L.  
 
In only one case, a second boy servant is also present depicted seated and reading to his 
master (Figure 32). 233 
                                                                                                                                                                                             
228 Holtzmann 2019, 171, cat. nos. 162, 198-201, 272-273. 
229 Holtzmann 2019, 92 cat. no 164, 171, pl. XXX. 
230 Holtzmann 2019, 171 note 143-144. 
231 Holtzmann 2019, 172 cat. nos. 187-188, 207, 242. 
232 Holtzmann 2019, 172 cat. nos 183-184, 203, 205-206, 210, 217, 240, 247-248, 251. 
233 Holtzmann 2019, 114 cat. no 191, 172, pl. XLIII. 
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    A second miniature figure, acting as the counterpart of the servant boy, is the girl servant 
that is usually placed at the left edge of the relief.  234 She is usually depicted holding a small 
square or cylindrical box  (Figures 30, 62, 63). 235   
 
Figure 63. Thasos, Arch. Museum Inv. Nr 158.  
Late 1st c. BC – early 1st c. AD. Holtzmann 2019, 
no 233, pl. LIX. 
 
She does not carry the afterlife symbolization as the naked/semi-naked servant boy does– she 
is actually related to the classical funerary stelae with deceased women being depicted with 
their everlasting servants.  
    One observation regarding the present of servants in Thasian banquet reliefs is that during 
the 2nd  century AD the girl figure gradually disappears, whereas the boy servant seems to last 
longer. 236 
    Other secondary figures to be found at the Thasian banquet reliefs, consist the figures of 
adorants, at a regular scale – they actually appear in the early (classical and Hellenistic) 
reliefs of votive character and of an attic influence. 237 At the reliefs of the later period, 
children or infant figures are also detectable in family scenes, either in their mother’s laps 
or arms,238  (Figures 50, 51) or depicted standing independently (Figures 48, 49). 239     
                                                             
234 Holtzmann 2019, 172. 
235 Holtzmann 2019, cat. nos 182-187, 229, 213-238. 
236 Holtzmann 2019, 172. 
237 Holtzmann 2019, 172 note 148, cat. nos 154-163, 166-168. 
238 Holtzmann 2019, cat. nos 265-267. 
239 Holtzmann 2019, cat. nos 263-264. 
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2. The accessories 
    All furniture and other objects or equipment that are being depicted on the banquet reliefs, 
reflect the different chronological period during which the reliefs were produced. So, their 
examination helps scholars identify the trends of each period and thus date the reliefs. 240  
a. The banquet furniture241 
    It includes the banqueting bed (kline). The Thasian reliefs present only one kline 
amphicephalos example. 242 In most cases the legs of the couch are hidden under the cover, 
which appears at around the 4th century BC. The left arm of the banqueter is resting on one or 
two small cushions. The early reliefs are characterized by quite elaborately carved legs 
(Figure 32), however the later ones present more simple examples. On the other hand, their 
backside becomes now the more accentuated feature, presenting a fulcrum with a lion’s head. 
243  A new kind of dining kline is introduced during the 1st century AD, with a high and 
curved backside, thus resembling a couch and following the trends in Rome proper. Their 
legs are still carved but in a more simple way. The couch type kline, presents the change from 
the Greek symposium to the roman banqueting concept, where each guest was reclining at a 
different couch.244    
    The other important furniture is the chair upon which the female figure is sitting. It may be 
a difros with no back side, elevated with a high cushion. This type is present in all periods, 
even the late ones (2nd -3rd century AD), when another type resembling a concave arm-chair 
is introduced (figure 47).245 
    A third furniture type is the hypopodion, the footstool (tabouret), upon which the female 
figure is resting her feet. In the early examples (4th century BC) is rather low with lion leg 
                                                             
240 Holtzmann 2019, 173. 
241 On the banquet/symposion furniture, see Boardman 1990, 122-131. 
242 Holtzmann 2019, 173-174 cat. no 157. 
243 Holtzmann 2019, 174, cat, nos. 186-188. 
244 Holtzmann 2019, 175. 
245 Holtzmann 2019, 175. 
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endings. During time it presents several variations, whereas in the late examples of the 2nd 
and 3rd century AD it may well be omitted.246  
    Among the most important banquet scene equipment is the tripod round table, placed in 
front of the dining couch. The early examples (5th-4th century BC) are more longitudinal in 
design and they are depicted in a strict profile view. From the Hellenistic period onwards the 
round form with the crossed concave leonine legs becomes the rule. 247 In later periods (2nd -
3rd century AD), its form becomes more simplified. Upon the table various dishes with 
delicacies are placed, pastry in conical or pyramid shape, fruits, nuts, wine, jars, etc.  
b. The objects indicating the social status 
    Apart from the furniture that is spread around the relief ground, there are other objects that 
are related to each banqueter and reveal information about his life and social status. During 
the early examples (5th-4th century BC) the depicted military equipment (e.g. helmets, shields, 
cuirasses, hamstrings, etc.) was still linked with the heroic character of the deceased and 
signaled his soldier occupation. On the other hand, at the Imperial period examples (2nd-3rd 
century AD), several other objects (instruments and tools) are depicted that reveal the 
profession of the deceased (e.g. vine sickles, pincers, hammers, etc.). As understood, there 
are two totally different iconographical concepts regarding the banqueting subject. The 
initial, more aristocratic and the one that presented the deceased in a more heroic way, which 
developed into a more down-to-earth representation of the deceased’s profession. Regarding 
the educational and social status of the deceased presented in the Thasian reliefs between the 
2nd century BC and the 2nd century AD, there are some cases of banqueters holding a papyrus 
scroll.248  To conclude, it is evident that as regards the depiction of economic and social status 
of the deceased, the Thasian banquet reliefs follow the contemporary Roman models.   
c. The animals.  
     In the Thasian banquet reliefs, three main kinds of animals are depicted, the dog, the horse 
and the snake. 249   
                                                             
246 Holtzmann 2019, 175, cat. nos 246-251. 
247 Holtzmann 2019, 176, cat. nos 185, 188, 191, 197, 200, 204, 206, 208, 230-231, 246-247. 
248 Holtzmann 2019, 114, 176, cat. nos 186-190. 
249 More details on the presence of animals in the thasian banquet reliefs, see Holtzmann 2019, 178-179. 
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The Thasian banquet reliefs and their importance 
    As already mentioned above, the number of banquet reliefs from Thasos is unparalleled in 
the ancient Greek world, which allows the Thasian sculptural workshop to be directly 
compared to the attic workshop on grounds of variation, quality and originality. It is also 
observable that the earliest banquet reliefs derive from Paros and Thasos, two islands that are 
closely connected (Thasos being a Parian colony) and at a specific point of great flourishing 
in their economic and political life. Both these islands at that point seem to transfer influences 
from the coastal cities of Asia Minor which they later established on their large scale reliefs 
during the second half of the 6th century BC. 250  Even if the earliest example is a Parian 
work, Paros was a more isolated island than Thasos, which was a more cosmopolitan city 
than its metropolis and was more extroverted through its commercial flourishing and colonial 
environment. 251  Especially at this period, the attic influence is also quite strong.  
    In the 4th century BC, the banquet reliefs increase greatly in number, in Thasos as 
elsewhere.  They are monuments of high quality and they continue to be in the following 
Hellenistic period. The exact date when votive reliefs gave their place to reliefs of funerary 
character cannot be specified. 252 Gradually a kind of conservatism seems to be introduced at 
the Thasian banquet reliefs of the late 4th - early 3rd century BC.  Passing towards the 1st 
century BC the banquet reliefs find a new form and an almost exclusive funerary character 
that focuses on the banqueter and his wife. The variations evolve around the number of the 
banqueters, the servants, the furniture depicted. There are classicizing examples, 253 enough to 
break a certain monotony produced by the massive production that varies little from the other 
centers. There are also examples of good quality254 that may derive from the same workshop 
and were perhaps created for wealthy customers. No innovations are to be seen, but 
everything is of great quality, and the execution is superb in its details. Their social 
importance however is greater than their artistic one.   
                                                                                                                                                                                             
 
250 Holtzmann 2019, 184. 
251 Holtzmann 2019, 185. 
252 Holtzmann 2019, 186-187. 
253 Holtzmann 2019, 187, cat.nos 195-196, 201, 203, 223, 246-248, 286). 
254 Holtzmann 2019, 187, cat. nos 186-189, 204, 222. 
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    During the first half of the 3rd century AD, we can detect the existence of two different 
groups of banquet reliefs, each with its own homogeneity (Figure 47 and Figures 48, 49, 
61). 255  Their differences are more iconographical - the placement of the female figure, the 
right arm of the banqueter, the shape of the tripod table – that indeed reveal two different 
workshops. -the first resulting to a low relief and a more sketchy style (almost engraved), 
whereas the other, a bit more awkward, but with more plasticity, and sculptural depth. 
Whether they are contemporary or not, is not as important as the fact that they seem to 
introduce a post antique concept, such as the loss of the sense of unity of the human body, 
one of the basic features of the Greek art. These late reliefs signal the decline of the long 
series of Thasian banquet reliefs and the slow but gradual development towards a new kind of 
art (Christian).  Based on this, the mid-3rd century AD relief Inv. Nr 2341 (Figure 64) stands 
as a remarkable example of a late work, and deserves to be considered as the counterpart of 
March Istanbul 1947 (Figure 2) that stands at the beginning of this long series of Thasian 
banquets reliefs. 
 
Figure 64. Thasos, Arch. Museum Inv. 
Nr 2341. AD 225-250. Holtzmann 
2019, no 253, pl. LXV. 
 
    At its very last period, the composition is being limited to just the basic elements of the 
scene, but even so it allowed a brief period of flourishing before its total decay.  
 
  
                                                             
255 Holtzmann 2019, 188, cat. nos 252-255, 266, 278-279 and cat. nos 261-264, 275. 
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CHAPTER III: FUNERARY RELIEFS WITH MULTIFACETED FAMILY FIGURES 
IN BUST FORM.  
ΙΙΙ.1. Thessaloniki      
     In the region of Thessaloniki, funerary reliefs with figures in bust form constitute the 
largest group during the Imperial Period. At first, the figures in bust form were depicted on 
round reliefs (ΑΜΘ Λ60, ΑΜΘ Λ9137)256 (figures 65, 66) and the earliest example is dated 
back at the Julio- Claudian dynasty and more specifically during the years of the emperor 
Tiberius or Caligula.257 This type of reliefs was in use until the middle of the 3rd century 
AD. 258  In the Greek world, round reliefs (tonda) derived exclusively from the area of 
Macedonia. The earliest examples are the reliefs of Thessaloniki and Kilkis.259 Round reliefs 
were also found in the rest of Macedonia but unfortunately they still remain unpublished.260 
Round funerary reliefs were also produced in Thasos (fifty reliefs) and they are dated from 
the second half of the 1st century AD until the second half of the 2nd century AD. 261 
Surprisingly enough, they were found neither in Veroia262 nor in Philippi, a city that was a 
Thasian colony.263 The Macedonian round reliefs with busts were influenced directly from 
North Italian models, which are generally dated in the 1st century AD264.  
 
 
                                                             
256 Τερζοπούλου 2018, 136 fig. 1,2.  
257 Τερζοπούλου 2018, 135 with note 1. Τερζοπούλου 2019, 130. 
258  Τερζοπούλου 2018, 135. Τερζοπούλου 2019, 130. Further details on the round reliefs in the region of 
Thessaloniki and in the area of Macedonia on Τερζοπούλου 2014, 135 with note 2.  
259 Τερζοπούλου 2019, 130 and note 610 for the different opinion regarding the dating of the round reliefs. 
260 Τερζοπούλου 2019, 130 with note 611. 
261 Holtzmann 2012, 145-188. Τερζοπούλου 2019, 131 with note 612. 
262 Τερζοπούλου 2019, 131 with note 613. 
263 Τερζοπούλου 2019, 131 with note 614. 
264 Τερζοπούλου 2018, 137. Τερζοπούλου 2019, 131. Many scholars though, have a different opinion regarding 
the dating of their appearance, cf. Ioakimidou 1999, 213 with note 50. Walde 2005, 138. 
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    The bust form figures appeared on rectangular slabs and stelae, in the area of Thessaloniki, 
at a rather later period, during the reign of the emperor Hadrian and their use continued until 
shortly after the middle of the 3rd century AD (ΑΜΘ Λ1725)265 (figure 67). At the end of the 
Hadrianic era, other funerary monuments appeared as well, namely the sarcophagi and the so-
called Macedonian altars.266 In Rome, rectangular stelae with figures in bust form appeared at 
the second quarter of the 1st century BC and they were incorporated into funerary 
monuments.267 In the rest of Italy, these reliefs are dated from the middle of the 1st century 
BC,268 whereas in the East they are dated from the beginning of the 2nd century BC.269  
 
 
 
 
 
 
                                                             
265 Τερζοπούλου 2018, 136 fig. 3.  
266 Τερζοπούλου 2018, 135- 136. On Macedonian altars, Αδάμ-Βελένη 2002. 
267 Τερζοπούλου 2018, 137 with note 6. 
268 Pflug 1989, 9- 29 and mainly 27, 68- 70.   
269 Cremer 1991, 99-101. Korkut 1999-2000, 183- 185.  
 
Figure 65. Thessaloniki, Arch. Museum. 
Λ60. Τερζοπούλου 2018, 136 fig. 1. 
 
Figure 66. Thessaloniki, Arch. Museum. 
Λ9137. Τερζοπούλου 2018, 136 fig. 2.  
 
Figure 67. Thessaloniki, Arch. Museum. 
Λ1725. Τερζοπούλου 2018, 136 fig. 3. 
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    In Macedonia, funerary reliefs with figures in bust form are dated in the beginning of the 
1st century AD. These are rarely discovered in other regions in the Greek world.270 In the 
region of Thessaloniki, the majority of the funerary reliefs with bust form figures appeared on 
rectangular or square stelae with a simple frame (ΑΜΘ Λ950, ΑΜΘ Λ111, ΑΜΘ Λ6120)271 
(figures 68, 69, 70), or a horizontal band upon which the busts are lined (ΑΜΘ Λ1725) 
(figure 67).272 Most of these reliefs were incorporated into funerary monuments, whereas 
only few of them were free standing stelae.273 The round funerary reliefs with figures in bust 
form were fewer in numbers in contrast to the rectangular or square stelae.274 
 
 
 
 
 
 
 
 
 
 
 
                                                             
270 Τερζοπούλου 2018, 136. Thessaly stands out as an exception, with funerary stelae with figures in bust form 
begin at the end of the 1st century BC and they continue to be used during the Imperial Period, cf. Λεβέντη 
2012, 254-263. 
271 Τερζοπούλου 2018, 138- 140 fig. 6-8 and 138 with note 18. 
272 Τερζοπούλου 2018, 136 fig. 3 and 138 with note 19. 
273 Στεφανίδου- Τιβερίου 2009, 387- 403. Τερζοπούλου 2018, 138 with note 22.  
274 Τερζοπούλου 2018, 138, 135 with note 2.  
 
 
Figure 68. Thessaloniki, Arch. Museum. 
Λ950. Τερζοπούλου 2018, 138 fig. 6. 
 
Figure 69. Thessaloniki, Arch. Museum. 
Λ111. Τερζοπούλου 2018, 139 fig. 7. 
 
Figure 70. Thessaloniki, Arch. Museum. 
Λ6120. Τερζοπούλου 2018, 140 fig. 8. 
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    The monuments of this category are divided into two groups: a) those who are decorated 
exclusively with bust form figures, and b) those who are decorated with other iconographical 
themes as well. Regarding the first category, the figures are usually organized in one panel 
(ΑΜΘ Λ1725, ΑΜΘ Λ6914) (figures 67, 71),275 but when more figures are depicted in the 
scene, they deploy in two or three successive panels separated by a horizontal band (κανών) 
(ΑΜΘ Λ950, ΑΜΘ Λ111) (figures 68, 69).276 The organization of the depicted figures in 
successive panels can be associated with the stelae, generally known as Stockwerkstelen and 
they are often found in the North- West Asia Minor.277 On most stelae from Asia Minor, bust 
form figures are usually depicted in one panel (more specifically in the upper one).278 On the 
other hand, in North Italy, the same the figures deploy in successive panels.279 Sometimes, 
successive panels are not even separated, they would overlap each other (e.g. ΑΜΘ Λ8164, 
ΑΜΘ Λ6120, ΑΜΘ Λ1230) (figures 72, 70, 73).280This organization was firstly seen in 
tonda (e.g. ΑΜΘ Λ9137) (figure 66),281 which exclusively carried bust form figures and 
perhaps influenced the organization of the rectangular stelae.282 
 
 
 
 
 
                                                             
275 Τερζοπούλου 2018, 136 fig. 3, 137 fig. 4. 
276 Τερζοπούλου 2018, 138 with note 26, fig. 6, 139 fig. 7.  
277 Τερζοπούλου 2018, 139 with note 27.  
278 Τερζοπούλου 2018, 139 with note 28. 
279 Τερζοπούλου 2018, 139 with note 29. 
280 Τερζοπούλου 2018, 139 with note 30, 137 fig. 5, 140 fig. 8, 141 fig. 9. 
281 ΚΓΜΘ ΙΙ, 242- 244 no 324 (Ιωακειμίδου). Τερζοπούλου 2018, 136 fig. 2, 139 with note 31. 
282 Τερζοπούλου 2018, 139. 
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    The second category, namely the one carrying more iconographical themes, consists of 
fewer examples and these are divided into three subgroups. According to the first subgroup, 
busts and other iconographical themes deploy equally in successive panels.283 In the second  
subgroup, the panel with the busts form figures is the primary one, whereas the other motifs 
deploy in the secondary panel.284 Finally, in the third subgroup, all iconographical themes are 
depicted in one, undivided scene.285 
    On the Thessaloniki reliefs, bust form figures are always depicted in a frontal position (in 
some examples a small rotation of their head is observed). All figures are depicted in the 
same way, a repetition which creates a certain resemblance but a certain monotony as well.286 
On the contrary, in the Italian examples (and Rome in specific) figures in the same reliefs are 
depicted in different positions or making different gestures and thanks to this variety, the 
monotony is avoided.287  
    Male figures are usually depicted on the left and the female figures on the right of the relief 
(ΑΜΘ Λ60, ΑΜΘ Λ9137, ΑΜΘ Λ6914, ΑΜΘ Λ950, ΑΜΘ Λ111, ΑΜΘ Λ6120) (figures 
                                                             
283 Τερζοπούλου 2018, 139 with note 32.  
284 Τερζοπούλου 2018, 139 with note 34. 
285 Τερζοπούλου 2018, 139 with note 35. 
286 Τερζοπούλου 2018, 139. 
287 Τερζοπούλου 2018, 139 with note 36. 
 
Figure 71. Thessaloniki, Arch. Museum. 
Λ6914. Τερζοπούλου 2018, 137 fig. 4.   
Figure 72. Thessaloniki, Arch. Museum. 
Λ8164. Τερζοπούλου 2018, 137 fig. 5. 
 
Figure 73. Thessaloniki, Arch. Museum. 
Λ1230. Τερζοπούλου 2018, 141 fig. 9. 
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65, 66, 71, 68, 69, 70).288 There are however some exceptions where the male and female 
figures are depicted in different positions (ΑΜΘ Λ1725, ΑΜΘ Λ1230) (figures 67, 73).289 
On the reliefs with successive panels, the parents and the adult figures are depicted on the 
upper zone, whereas the children and the younger figures are depicted in the lower panels 
(e.g. ΑΜΘ Λ9137, ΑΜΘ Λ950, ΑΜΘ Λ6120) (figures 66, 68, 70).290 
    The Thessaloniki examples present three different types: 291  Type A is known as 
Brustbild.292 Here, figures are frontally depicted (with their heads, their neck, their chest, 
their shoulders and their arms). 293  Most of the reliefs in Thessaloniki were organized 
according to this type (ΑΜΘ Λ1725, ΑΜΘ Λ6914, ΑΜΘ Λ8164, ΑΜΘ Λ6120, ΑΜΘ 
Λ1230) (figures 67, 71, 72, 70, 73).294 In Italy this type is not very often used, whereas in the 
East it is applied more frequently.295 
    Type B includes figures which project their right hand from their himation, at the chest 
level. These figures are mostly depicted wearing himation,296 in a motif known as Halbfigur 
(ΑΜΘ Λ60, ΑΜΘ Λ9137) (figures 65, 66).297  Reliefs of this type from the region of 
Thessaloniki are fewer.298 On the other hand, this type is dominant in Italy where figures are 
depicted until their hips. In the funerary reliefs from the Asia Minor, the figures usually 
project their left hand and not their right hand, as it is observed in Thessaloniki.299 Based on 
                                                             
288 Τερζοπούλου 2018, 139, 136 fig. 1, 2, 137 fig. 4, 138 fig. 6, 139 fig. 7, 140 fig. 8. 
289 Τερζοπούλου 2018, 139, 136 fig. 3, 141 fig. 9. 
290 Τερζοπούλου 2018, 139 with note 39, 136 fig. 2, 138 fig. 6, 140 fig. 8.  
291 Τερζοπούλου 2019, 281. 
292 Pflug 1989, 78- 79, 83- 86. Τερζοπούλου 2018, 140. Further details on the Brustbild type on Τερζοπούλου 
2019, 281- 288. 
293 Τερζοπούλου 2018, 140. 
294 Τερζοπούλου 2018, 136 fig. 3, 137 fig. 4, 5, 140 fig. 8, 141 fig. 9. 
295 Τερζοπούλου 2018, 140 with notes 42-43. 
296 Τερζοπούλου 2018, 140 with note 44. 
297 Τερζοπούλου 2018, 136 fig. 1-2, 140 with note 45. Further details on the Halbfigur type on Τερζοπούλου 
2019, 288-291. 
298 Τερζοπούλου 2018, 140 with note 46. 
299 Τερζοπούλου 2018, 140 with note 47. 
71 
 
the scenes and the inscriptions, Types A and B depicted both deceased and living members of 
a family, male and female, and in various ages.300 
    Type C (Γ) is divided into two subcategories (Γ1, Γ2) and is known as Buste type and 
includes figures at chest level with arms distinguished from the body.301 This type derives 
from the free standing bust figures.302 In the examples from the region of Thessaloniki, it is 
mainly used for the depiction of young male figures (either naked boys, or dressed youths), 
303 that may be deceased or not. This type is frequent in Asia Minor but seems absent from 
Italy.304  
    On the Γ2 subgroup, figures are depicted as proper busts, on a chest level.305 The examples 
in the region of Thessaloniki this group was mainly used for child figures usually placed 
upon a pedestal between their parents (ΑΜΘ Λ111) (figure 69). 306  In these cases, the 
depicted child is deceased.307 This type (Γ2) was used frequent In Italy.308 
    It is not uncommon to have a combination of the aforementioned types in multifaceted 
stelae (e.g. ΑΜΘ Λ60, ΑΜΘ Λ9137, ΑΜΘ Λ111) (figures 65, 66, 69).309 The child figures 
are usually depicted on a smaller scale (ΑΜΘ Λ8164, ΑΜΘ Λ950, ΑΜΘ Λ1230)310 (figures 
72, 68, 73) and sometimes according in a different type, so as to be distinguished from the 
elder figures (c.f. ΑΜΘ Λ9137, ΑΜΘ Λ111) (figures 66, 69).311 
                                                             
300 Τερζοπούλου 2018, 140. 
301 Further details on the Γ1 type on Τερζοπούλου 2019, 291- 292. 
302 Τερζοπούλου 2018, 140 with note 48. 
303 Τερζοπούλου 2018, 140 with notes 49-50. 
304 Τερζοπούλου 2018, 141 with note 51. 
305 Further details on the Γ2 type on Τερζοπούλου 2019, 293- 295. 
306 Τερζοπούλου 2018, 139 fig. 7, 141 with note 53. 
307 Τερζοπούλου 2018, 141 with notes 54-55. 
308 Τερζοπούλου 2018, 141 with note 52. 
309 Τερζοπούλου 2018, 136 fig. 1, 2, 139 fig. 7, 141.  
310 Τερζοπούλου 2018, 137 fig 5, 138 fig. 6, 141 fig. 9. 
311 Stefanidou- Tiveriou 2014, 62 with note 546. Τερζοπούλου 2018, 136 fig. 2, 139 fig. 7, 141. 
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    As far as garments are concerned, male figures are usually depicted wearing a chiton and a 
himation. Rarely, they are dressed in chiton and a late type of toga (toga contabulata).312 
There is one example where the male figure is depicted naked, but this is an exception.313 
Female figures are depicted wearing a chiton and himation (in several variations). Married 
women, elder and mothers have their head covered with veil (ΑΜΘ Λ111) (figure 69). 314 
Only rarely, women are depicting wearing only a himation, in the same way with their 
husbands (c.f. ΑΜΘ Λ1725, ΑΜΘ Λ6914) (figures 67, 71). 315  Children were depicted 
wearing the same clothing types as their parents (the boys as their fathers and the girls as 
their mothers) and their head was always uncovered (c.f. ΑΜΘ Λ8164, ΑΜΘ Λ950, ΑΜΘ 
Λ111) (figures 72, 68, 69).316 
    Hairstyles are important since they contribute to the dating of the reliefs. 317 The earliest 
relief is dated at AD 131 (ΑΜΘ Λ1725) (figure 67). 318 Though, it is dated during the late 
Hadrianic period, his hairstyle is attributed to the Trajanic period (98- 117 AD).319 His face is 
depicted unbearded and with no wrinkles. The female figure has her head covered, with only 
a small part of her hairstyle visible. Her face is also with no wrinkles and her facial features 
are very similar to those of the male’s. Her hairstyle, which is considered a variation of the 
classical hairstyle of the Imperial period, may be associated with that of the empress 
Savina.320 
    The relief ΑΜΘ Λ6914 (figure 71) is dated in the Antonine period, specifically in AD 
158/159.321 The hairstyle of the man is attributed to the Trajanic era (98- 117 AD), however 
the figure is depicted bearded and with wrinkles, in contrast to the previous relief, ΑΜΘ 
                                                             
312 Τερζοπούλου 2018, 141 with note 60. 
313 Τερζοπούλου 2018, 141 with note 61. 
314 Τερζοπούλου 2018, 139 fig. 7, 141 with note 62. 
315 Τερζοπούλου 2018, 136 fig. 3, 137 fig. 4, 141- 142 with note 64. 
316 Τερζοπούλου 2018, 137 fig. 5, 138 fig. 6, 139 fig. 7, 142. 
317 Further details on the hairstyle types of the depicted figures, Τερζοπούλου 2019, 198-328. 
318 Τερζοπούλου 2018, 136 fig. 3, 142 with note 66. 
319 Τερζοπούλου 2018, 142 with note 67. 
320 Λαγογιάννη 1983, 44, 52 with note 3. Τερζοπούλου 2018, 142. 
321 Τερζοπούλου 2018, 137 fig. 4, 142.  
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Λ1725 (figure 67).322 The hairstyle of his wife is a combination of the types of Faustina the 
Elder and Faustina the Younger (specifically of the 3rd iconographic type). 323 Her face is 
smooth and her iris is engraved (in contrast to the male figure).324  
    The relief ΑΜΘ Λ8164 (figure 72) is dated at AD 178/179.325 The hairstyle of the female 
figure follows the hairstyle of the empress Faustina the Younger, which is quite popular in 
the reliefs from the region of Thessaloniki. 326  The boy on the composition has many 
similarities with Polydeukion.327 
    At around 180 AD, in the era of Marcus Aurelius or Commodus, the relief ΑΜΘ Λ950 
(figure 68) is dated.328 The male hairstyles follow an earlier hairstyle, that of Antoninus 
Pius.329 The male figures are bearded. The female hairstyle on the upper panel follows the 1st 
iconographic type of Crispina, the wife of Commodus (probably dated in AD 178). 330 
Regarding the four child figures, they have similar facial characteristics. The first one (left) 
has the same hairstyle with the male figures, whereas the rest three are depicted in a variety 
of Trajanic hairstyles.331  
    The funerary relief ΑΜΘ Λ111 (figure 69) is dated in AD 194, at the Severan period.332 
The male figure on the left is depicted bearded and his hairstyle presents lots of similarities 
with the hairstyle of the previous relief, ΑΜΘ Λ950 (figure 68). The woman’s hairstyle 
                                                             
322 Τερζοπούλου 2018, 136 fig. 3. 
323 On more details about Faustina the Elder, Τερζοπούλου 2018, 142 with note 75. According to K. Fittschen, 
the 3rd iconographic type of Faustina the Younger is dated in AD 150, when Lucilla was born, whereas 
according to W. Ameling this type is dated in AD 150/151, when Annia Faustina was born, c.f. Χιώτη 2012, 
146 with notes 52, 53 
324 Τερζοπούλου 2018, 142 with note 77. 
325 Τερζοπούλου 2018, 137 fig. 5. 
326 Τερζοπούλου 2018, 143 with note 87. 
327 Τερζοπούλου 2018, 143 with note 83. 
328 ΚΓΜΘ ΙΙΙ, 263- 265 n. 591 (Χιώτη). Τερζοπούλου 2018, 138 fig. 6. 
329 Τερζοπούλου 2018, 143 with note 90-91. 
330 Τερζοπούλου 2018, 143 with note 92. 
331 Τερζοπούλου 2018, 143-144. 
332 Τερζοπούλου 2018, 139 fig. 7. 
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reminds the hairstyle of the figure on the relief ΑΜΘ Λ1725 (figure 67), which is dated in 
AD 131.333 All figures here are depicted without wrinkles, the iris of their eyes is engraved, 
and their facial characteristics are almost the same.334 
    In general, the hairstyle of the male figures in the 2nd century AD reliefs consists mainly of 
crescent like, weavy hairlocks. Figures are usually depicted bearded. 335  Male hairstyles 
(adults, youths and children) are influenced by the Trajanic hairstyle types – with lots of 
variations observed. 336  In some cases there are also imitations of portraits of Hadrian 
(hairlocks have more intense weaves).337 
    The fragmentary relief ΑΜΘ Λ6120 (figure 70) is dated at AD 243/244, during the era of 
Gordian III, or Philip the Arab. 338  The hairstyle of the man in the upper panel follows the 
contemporary hairstyle of the Soldier Emperors (235- 284 AD), whereas the hairstyle of the 
girl is very simple. The poor preservation state does not allow us to detect more details 
regarding the facial characteristics of the figures. 
    The relief ΑΜΘ Λ1230 (figure 73) is dated in AD 255, at the era of Valerian and 
Gallienus. 339 The male figures are bearded and the hairstyle (same for both children and 
adults) is contemporary to the period. The face of the female figures is depicted smooth and 
without wrinkles. Their hairstyle imitates the hairstyle of the empress Tranquillina, the wife 
of Gordian III and it is a variation of the Scheitelzopffrisur (the tip of the braid on the nape is 
schematically attributed).340 
    In general, on funerary monuments from the region of Thessaloniki which are dated in the 
second quarter or in the middle of the 3rd century AD, the male hairstyles imitate the portraits 
                                                             
333 Τερζοπούλου 2018, 136 fig. 3. 
334 Τερζοπούλου 2018, 144. 
335 Τερζοπούλου 2018, 144. Τερζοπούλου 2019, 330. 
336 Stefanidou- Tiveriou 2014, 60 and note 516. Τερζοπούλου 2018, 144. Τερζοπούλου 2019, 330. 
337 Τερζοπούλου 2018, 144. 
338 Τερζοπούλου 2018, 140 fig. 8, 144 with note 104.  
339 Τερζοπούλου 2018, 141 fig. 9, 145 with note 106. 
340 Τερζοπούλου 2018, 145 with note 108. In general, female hairstyles and facial features in the Thessaloniki 
multifigured stelae of this period follow the type of Tranquillina. 
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of the Soldier-Emperors, with several variations. Sometimes the figures are bearded and they 
have facial features that indicate their mature age (ΑΜΘ Λ9137) (figure 66).341 Female 
figures are depicted with simple hairstyles - sometimes with a ponytail.342  
    To conclude, it is evident that the artist had no intention of depicting the actual facial 
characteristics of each figure. There is a standardization regarding the depiction of the 
figures, so the main purpose of the artist was perhaps to depict the many different types of 
busts and hairstyles. 343  Moreover, it is interesting that members of the same family are 
depicted in an almost identical way and only the hairstyle, or the shape of their face differs. 
This of course, might be associated with effort of the artist to enhance the blood relation 
between the depicted members and the continuity of the family.344 
    It is also important to highlight that sculptors did not replicate in an exactly same way the 
types of the portraits of the emperors, but they reproduced them in a more freestyle 
manner.345 The female hairstyles present greater variety in contrast to the more conservative 
male hairstyles and they tend to follow more frequently the hairstyles of the empresses. The 
female figures are usually considered as terminus post quem for the chronology of these 
reliefs.346  The male hairstyles of the figures present greater uniformity and they usually 
followed the hairstyles of an earlier period.347 Children, are sometimes depicted with more 
modern hairstyles than their parents, so that the new generation is emphasized.348 Usually 
though, their hairstyle is similar with their parents. The older boys of the family tend to 
imitate the hairstyle of their father, whereas, the younger ones have more diachronic 
hairstyles. Girls are usually depicted with more modern hairstyles, whereas their mother is 
depicted with more diachronic hairstyles and her head covered with veil.349 Female figures 
                                                             
341 Τερζοπούλου 2018, 136 fig. 2, 145. 
342 Τερζοπούλου 2018, 136 fig. 2 (ΑΜΘ Λ9137), 140 fig.8 (ΑΜΘ Λ6120), 145. 
343 Λαγογιάννη 1983, 91. Τερζοπούλου 2018, 145. Τερζοπούλου 2019, 329. 
344 Τερζοπούλου 2018, 145. Τερζοπούλου 2019, 330. 
345 Τερζοπούλου 2018, 145. Τερζοπούλου 2019, 329. 
346 Τερζοπούλου 2018, 145. Τερζοπούλου 2019, 329- 330. 
347 Τερζοπούλου 2018, 145. 
348 Τερζοπούλου 2018, 145 with note 113. 
349 Τερζοπούλου 2018, 145. Τερζοπούλου 2019, 330- 331. 
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are usually depicted with smooth faces and without wrinkles, whereas the male figures 
usually “carry” facial signs that indicate their mature age.350  
    The funerary reliefs from the region of Thessaloniki, consists of both high- and low-quality 
reliefs. All round reliefs with bust form figures are of high quality. Although, there are no 
inscriptions upon them, one can assume that they were aimed to the upper class. 351 On the 
rectangular multifigured reliefs, inscriptions in the Greek language were engraved. 352 
However, it is difficult to associate the depicted figures with the names recorded on the 
inscriptions. 353  On some monuments, figures are referred to, as slaves or threptoi. The 
profession is rarely mentioned on the inscriptions. As a result, even with inscriptions written 
upon the relief, it is difficult to understand the social class of the deceased.354 
    Thessaloniki was the capital of Provincia Macedonia and thus, a large number of Italian 
people (Latini), had immigrated there even since the 1st century BC. As a result, Thessaloniki 
was a city influenced by both West and East. These influences were adjusted to its own 
cultural needs and for that reason, round and multifaceted reliefs with bust form figures 
shaped their own characteristics and they did not replicate those of the Roman reliefs.355 
 
 
 
 
 
 
 
                                                             
350 Τερζοπούλου 2018, 136 fig. 2 (ΑΜΘ Λ9137), 137 fig. 4 (ΑΜΘ Λ6914), 145. Τερζοπούλου 2019, 330. 
351 Τερζοπούλου 2018, 136 fig. 1 (ΑΜΘ Λ60), fig. 2 (ΑΜΘ Λ9137), 146. Τερζοπούλου 2019, 130. 
352 Τερζοπούλου 2018, 146. 
353 Τερζοπούλου 2018, 146 with note 116. 
354 Τερζοπούλου 2018, 146. 
355 Τερζοπούλου 2018, 146. 
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III.2. Serres 
    In the area of Melenikitsi village, in Serres region, seven (7) funerary reliefs were 
unearthed, that are dated in the 2nd and 3rd century AD. 356 They consist of three (3) free 
standing medallions, two (2) fragments - possibly deriving from medallions as well, one 
rectangular relief and one funerary stela. These reliefs were made of whitish marble with 
medium grains and perhaps are products of a local workshop.357 Their main and common 
characteristic is that they depict family scenes. Figures usually wear chitons and himation -
female figures, in some cases, wear also impressive jewelries which indicate the wealth and 
the financial power of their family.358 Here, members of the same family are mainly depicted 
in bust form (Brustbilder). There are some exceptions, e.g. relief Λ173 (figure 78) where a 
female figure is depicted in full body stance, relief Λ80 (figure 80) where the bust is placed 
upon a pedestal, or relief Λ171 (figure 74) where the deceased is also depicted in the guise of 
heros equitans.359  
    Τhe relief Λ171 (figure 74) has a rectangular shape and was probably embedded to a 
larger funerary monument. 360  
 
 
 
 
 
It includes four figures. The male-bearded figure on the left is the father of the family (pater 
familias). Next to him, lies his wife and on the right edge there the two young daughters of 
the family are to be seen. On a second zone, below then, and on the left side of the relief, the 
                                                             
356 Ιωακειμίδου 2018, 195 with note 1. 
357 Ιωακειμίδου 2018, 195 with note 2. 
358 Ιωακειμίδου 2018, 195.  
359 Further details on Ιωακειμίδου 2018, 195 with note 3, 201.  
360 Ιωακειμίδου 2018, 196 fig. 1, 195 with note 5. 
 
Figure 74. Serres, Arch. Museum. Λ171. 
Ιωακειμίδου 2018, 196 fig. 1. 
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head of a heros equitans figure is depicted along with some tree leaves. The heros equitans 
figure has many typological similarities with the father figure, which probably indicates that 
the artist wanted to provide the deceased father with a heroic status as well.361 This relief is 
dated in the middle of the 2nd century AD - based mainly on the hairstyle of the elder woman 
figure, that follows portrait types of Faustina the Younger, dated in AD 160.362 
    The relief Λ285 (figure 75) is very well preserved and this too was initially embedded in a 
funerary monument363.  
 
 
 
 
 
 
 
It is divided into two parallel panels, with the inscription been written in the middle 
horizontal band. 364 The parents are placed on the upper panel, whereas the two children of 
the family on the lower panel. According to the female hairstyles that again follow the 
hairstyles of Faustina the Younger, the execution of the facial features, as well as the letter 
type, it may be dated in the second half of the 2nd century AD.365  
    Even most impressive is the round relief Λ124+159 (figure 76, 77), now consisting of two 
fragments. It was a free-standing relief with an impressing molded circular frame.   
 
                                                             
361 Ιωακειμίδου 2018, 195- 196. 
362 Ιωακειμίδου 2018, 196 with note 8.  
363 Σβέρκος 2001, 49 with note 4. Ιωακειμίδου 2018, 196 fig. 2. 
364 Ιωακειμίδου 2018, 196 and note 11.  
365 Σβέρκος 2001, 50. Ιωακειμίδου 2018, 196. 
 
Figure 75. Serres, Arch. Museum. Λ285. 
Ιωακειμίδου 2018, 196 fig. 2.  
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Four members of the same family are depicted within, in bust form and deploying in two 
zones. The figures on the upper zone are the parents of the family, whereas the two figures on 
the lower zone are the children. Based on the facial features and the decorative motifs, the 
relief is dated at the era of Elagavalus (AD 203- 222).366   
    Another significant free-standing round relief of this group is the Λ173 (figure 78), quite 
fragmentarily preserved but retaining most of its lower part, along with an inscribed fragment 
with the word “ζώσιν”, engraved leftwards of the woman’s head (figure 79). 367  
 
 
 
 
 
 
Three figures are preserved: a male figure on the left, a female figure on the right and a boy 
among the two adult figures, at a lower level. Above him and between the parents, a small 
female figure was depicted in a frontal standing posture upon a pedestal, like a statue. Ch. 
                                                             
366 Ιωακειμίδου 2018, 197. 
367 Ιωακειμίδου 2018, 198 note 20 and 199 fig. 6-7. 
 
Figure 76. Serres, Arch. Museum. Λ124+ 159. 
Ιωακειμίδου 2018, 197 fig. 4. 
 
Figure 77. Details of the male figure of the relief 
Λ124+ 159. Ιωακειμίδου 2018, 198 fig. 5. 
 
Figure 78. Serres, Arch. Museum. Λ173. 
Ιωακειμίδου 2018, 199 fig. 6. 
 
Figure 79. Small Fragment that derive from the 
relief Λ173. Ιωακειμίδου 2018, 199 fig. 7. 
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Ioakimidou suggests that the different depiction of the girl indicates her as the deceased.368 In 
the Strymon valley example, this statue-like representation is another way to depict the 
deceased figures, as the busts upon pedestals.369 The young boy has a round object below 
him, perhaps a ball he used to play with when he was alive.370 Based on typological features 
and the letters type, the relief can be dated in the early 3rd century AD.371 
    The circular relief Λ80 (figure 80), also quite well preserved was again a free- standing 
monument.372  
 
 
 
 
 
 
 
The scene includes four members of a family: a male bearded figure on the left, a young boy 
bust upon a pedestal next to him, and two female figures on the right. The inscription was 
written below them, and according to it, Nikopolis and Dionysios dedicated this monument to 
honor their grandchildren, whose names remained unknown. 373  According to Ch. 
Ioakeimidou, the bust form being placed upon the pedestal signal the boy as the deceased and 
highlight the mourning of the grandparents for the premature death of their young 
grandson.374 The girl figure on the right is the granddaughter of the couple. Typological 
                                                             
368 Ιωακειμίδου 2018, 198 with note 22.  
369 Ιωακειμίδου 2018, 201 with note 44.  
370 Ιωακειμίδου 2018, 198 with note 24.  
371 Ιωακειμίδου 2018, 198 with note 25.  
372 Ιωακειμίδου 2018, 198 and 199 fig. 8. 
373 Ιωακειμίδου 2018, 199 with note 28-30.  
374 Ιωακειμίδου 2018, 199 with note 31.  
 
Figure 80. Serres, Arch. Museum. Λ80. 
Ιωακειμίδου 2018, 199 fig. 8. 
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features and the letter style date this relief at AD 235- 251, the period of the soldier-
Emperors.375 
    Finally, in the site of Leginitskon, two fragments (perhaps even belonging to the same 
round relief) were discovered which are preserved in a poor condition (Λ267 and Λ256) 
(figures 81, 82).376 They preserved a bearded male figure (Λ267) (figure 81) and a female 
figure (Λ256) (figure 82) and they can be dated in the second quarter of the 3rd century AD. 
 
 
 
 
 
 
 
    To sum up, the funerary reliefs from the area of Melenitsiki are dated between the middle 
of the 2nd and the middle of the 3rd century AD. We do not have enough evidence to form an 
idea of the artistic activity in the region, since findings are very few – but then again is larger 
comparing with other regions of the district of Serres.377. Moreover, they are characterized by 
a high quality in their artistic execution.378 This might indicate that a significant settlement 
was locate there deployed eastwards of the Strymon valley, along or near the road that 
connected Philippi or Amphipolis with Herakleia Sindike.379 So, due to their short proximity, 
                                                             
375 Ιωακειμίδου 2018, 199- 200.  
376 Ιωακειμίδου 2018, 200 fig. 9 and fig. 10. 
377 Perhaps, there were also reliefs (not now preserved) belonging to an earlier period, Ιωακειμίδου 2018, 200. 
Reliefs dated after the 3rd century AD were probably very few due to the turmoiled times and the threats that 
Roman Empire was facing in this region during that period Στεφανίδου- Τιβερίου 2006, 350 with note 71 
378 Ιωακειμίδου 2018, 201. 
379 Further details on Ιωακειμίδου 2018, 201 with note 37.  
 
Figure 81. Serres, Arch. Museum. Λ267. 
Ιωακειμίδου 2018, 200 fig. 9. 
 
Figure 82. Serres, Arch. Museum. Λ256. 
Ιωακειμίδου 2018, 200 fig. 10. 
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we may assume that the same workshop provided sculptures to these three regions, and that it 
also had artistic relations with the neighboring Sirra (mod. Serres) and Sidirokastro. 380 
    As regards the iconography, the Melenikitsi reliefs present several iconographical affinities 
with reliefs from other Macedonian regions. As said, their main feature is the depiction of the 
figures in bust form (Brustbilder). The rare depiction of the deceased in statue-like form (cf. 
relief Λ173) (figure 78) has been seen both in Serres381  and Florina (ancient Lyncestis 
region).382 It is also detected in other settlements in the Strymon valley, e.g. the region of 
Sandanski.383 That means that the workshops of Melenikitsi, that during the 3rd century AD 
produced funerary reliefs, had close relations with the settlements of Sirra, Sidirokastro, 
Visaltia and Lyngcestis, and also with settlements in the Strymon valley, such as Sandanski 
and Herakleia Sindike.384 
    Another characteristic, common in both Melenikitsi and Sandanski region is the type of the 
circular relief.385 In Melenitsiki, this type was quite frequent and indicates relations with 
workshops of the Central Macedonia and Thessaloniki in particular. The workshop of 
Thessaloniki was very significant because it produced the earliest and of the highest quality 
circular reliefs in all Macedonia.386 
  
                                                             
380 Further details on Ιωακειμίδου 2018, 201 with note 39.  
381 Serres Arch. Museum Λ199 (from Serres), and Λ 295 (from Leukona), Ιωακειμίδου 2018, 201. 
382 Lagogianni- Georgakarakos 1998, 30 no 9 (probable from the district of Florina), 32 no 14 (Kato Idroussa 
Florinas).  
383 Ιωακειμίδου 2018, 201 with note 44. 
384 Ιωακειμίδου 2018, 202.  
385 Further on Ιωακειμίδου 2018, 202 with note 49.  
386 Ιωακειμίδου 2018, 202 with note 51. 
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CHAPTER IV: FAMILY SCENES AS EVIDENCE ON THE SOCIAL STATUS OF 
WOMEN AND CHILDREN IN THE ROMAN MACEDONIA WITHIN THE ROMAN 
SOCIETY 
    The Roman banquet (convivium) although greatly influenced by the Greek symposia has 
specific differences observed both on the rituals and practices around it and the role of 
women and children at them.  
    During the Classical and Hellenistic period, the presence of married and honorable 
women in symposia was very rare. However, there were some special occasions when they 
participated in the feasts, namely the weddings and the funerals of a family member or some 
specific religious ceremonies.387 During those gatherings, women probably dined in different 
rooms from the men and they were served smaller portion of food and sometimes of a poor 
quality in contrast to the men.388 As deducted by art depictions of the archaic and classical 
vase painting, the only female figures, that were present in symposia scenes, came from 
lower social strata.389 During this period, the only monuments on which honorable women 
were depicted were the banquet reliefs. According to Dentzer, the earliest examples of these 
reliefs, dated in the archaic period and were votive reliefs dedicated to a cult of a hero. 
Gradually, towards the Hellenistic and finally at the Roman period these reliefs acquired an 
exclusive funerary character.390 There, the depicted female figures were either the wife of 
the deceased male figure, or his eternal divine companions.391  
    During the Roman period though, the status of women had changed greatly, and they 
enjoyed much more freedom - and thus, they participated in banquets as men did. Of course, 
at the beginning they would be seated next to their husband during banqueting. According to 
various scholars, such as Roller, the seated position of the woman indicates her inferiority 
towards the man within the house. This is also highlighted by the fact that even women 
would recline upon the same couch with their husbands, the circular table with all the 
                                                             
387 Dunbabin 2010, 22- 23. Aristodemou 2014, 123. 
388 Aristodemou 2014, 123 with notes 4, 6. 
389 Aristodemou 2014, 123 with note 7. 
390 Aristodemou 2014, 123 with note 8. 
391 Aristodemou 2014, 123. Holtzmann 2019, 180. 
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delicacies and the wine was closer to the male figure. This of course, contributes to the 
perception that the two genders were not equals, neither during lifetime nor after death.392 
    The reclining posture for women was absolutely against the ideology and the morals of 
the conservative Roman elites, who claimed that this position was not appropriate for a 
woman.393 However, during the last years of the Republic era, or around the early Imperial 
period, this posture was adopted by the majority of women, who attended the banquets and 
would recline next to their husbands.394 Naturally, the fact that the woman would recline 
upon the same couch with the man, indicates that the depicted married couple had also a 
physical (sexual) connection.395 This habit was adopted by their predecessors, the Etruscan 
society, who – at least as deducted by the mural paintings and other monuments (Figure 1) – 
was more pioneering and indeed had husbands and wives reclining upon the same dining 
couch.396  
    The family bonds are also observed through various gestures of the depicted figures. One 
significant gesture is the renowned dexiosis gesture (dextrarum iunctio), namely the 
handshake between two figures, the husband and his wife, which indicates a permanent bond 
between the married couple (Figures 57, 60).397 Another gesture that reveals the emotional 
bonding between the couple is when the male figure touches his wife’s shoulder or when he 
puts a wreath upon her head.398  
    Regarding the participation of children in banquets, they first appeared in these scenes 
during the Hellenistic period - but it was during the Imperial period that their presence 
became more stabilized and visible. During the 2nd and the 1st century BC, no infants or 
toddlers were depicted in funerary banquet reliefs in Macedonia. The depicted younger 
                                                             
392 Roller 2003, 408. Aristodemou 2014, 127. 
 
393 Roller 2003, 377- 378. Dunbabin 2010, 23. Aristodemou 2014, 123- 124. 
394 Roller 2003, 379. 
395 Roller 2003, 408. Aristodemou 2014, 127. 
396 Aristodemou 2014, 124 and note 16. 
397 Aristodemou 2014, 127 with note 76. 
398 Aristodemou 2014, 127 with note 77. 
 
85 
 
figures were usually young boys, whose name was rarely mentioned on the inscriptions.399 
Still at that period no funerary monuments had been erected exclusively in the children’s 
memory – until then, children figures were part of a multifaceted family composition which 
was created in order to commemorate the whole family. 400 The distinction between the 
prepubescent and adolescent figures was quite difficult, especially from the 1st century BC. 
It seems however that, the younger figures of that age usually followed the dressing code of 
the adult figures (parents) - boys were depicted wearing chiton and himation or chiton and 
chlamys, as their fathers. Figures of naked boys (that were usually associated with sports 
and games), were absent during this period.401 
    In the imperial period banquet reliefs and most of the times, what seemed as child figures 
were servants in a miniature scale. However, there are examples where the small scale 
figures were identified as members of the family.402 At these cases, they were depicted in 
various positions: standing at the center of the relief, or next to their parent, or -when 
infants/ toddlers- in their mother’s arms or laps, seated on a chair or at the dining couch 
along with their father (Figures 48, 51).403 According to the written sources, children at the 
private family banquets, even those of the upper social strata were served smaller portions of 
food and sometimes of a poorer quality because they had not reach the certain age according 
which they would officially entered the family and the roman society - thus, the attention 
given to them was very little in contrast to the adults, who were considered as the core of the 
Roman society – and banquets.404 The end of the childhood symbolizes the transition and 
incorporation of the youths into the adulthood, which differs accordingly to the gender.405 
More specifically, regarding girls, their transition to the adulthood is defined by their 
marriage which occurs during their adolescence. The marriage symbolizes their 
                                                             
399 Kalaitzi 2010, 335. 
400 Kalaitzi 2010, 336. 
401 Kalaitzi 2010, 335. 
402 Aristodemou 2014, 124. 
403 Further details on the depiction of children on funerary banquet reliefs on Aristodemou 2014, 124 with note 
24. 
404 Nielsen and Nielsen 1998, 58. Donahue 2004, 22. Aristodemou 2014, 124. 
405 Kalaitzi 2010, 328. 
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transformation from virgins (parthenoi) into adult women. 406  Regarding boys, their 
incorporation to the adulthood occurs when they become eighteen years old, namely at the 
age when they join the ephebes407 and they gain the privilege of becoming members of 
military and civic institutions.408  
    Unfortunately, the information we have regarding the ages prior to adulthood is only few 
from Macedonia. Although inscriptions, if and when preserved, play a significant role in 
understanding the relations between the members of the depicted family, the age of the 
figures is rarely mentioned (especially on the monuments prior to the Imperial period). 
Therefore, in cases of young figures, it is difficult to distinguish between children or 
adolescents. On the preserved inscriptions, neither the names nor the ages of the children 
were included.409  There are only two late Hellenistic funerary stelae that preserve their 
epigrams where the age of the deceased is mentioned.410  
    As previously stated, funerary reliefs with banquet scenes were massively produced 
during the first centuries of the Imperial era. The basic iconographical scheme of these 
scenes was supplemented with more participants (more members of the family) upon or 
around the dining couch, and secondary equipment, such as elaborate furniture.411 Thus, 
funerary banquet reliefs provide us with significant information regarding the structure of 
the family and the relations among its members.412 An important relief, that reveals such 
relations between family members, is the relief ΑΜΘ Λ10105 (figure 83) today at the 
Archaeological Museum of Thessaloniki, which belongs to the family of Serapanos and is 
dated at the beginning of the 4th century AD.413  
                                                             
406 Kalaitzi 2010, 328 with note 10. 
407 Kalaitzi 2010, 328 with note 11. 
408 Kalaitzi 2010, 328 with note 12. 
409 Nielsen and Nielsen 1998, 60. Aristodemou 2014, 124. Kalaitzi 2010, 329 with notes 17, 18 (for the classical 
and Hellenistic examples). 
410 Kalaitzi 2010, 329 note 14 fig. 6 (stela of Hadea, Veroia Αrch. Μuseum  Λ160 who died an aoros parthenos) 
and 329 note 15 fig. 5 (stela of Noumenios who died at the age of fourteen). 
411 Dunbabin 2010, 107- 108. Aristodemou 2014, 125. 
412 Aristodemou 2014, 127. 
413 ΚΓΜΘ Ι, 1997,  161-163 no 132 (Εμ. Βουτυράς).  
87 
 
 
 
 
 
 
 
The main male figure, Serapanos, is attributed reclining upon a dining couch next to another 
young man, who is perhaps his son. The female figure, his wife, sits next to Serapanos on a 
high back chair and she holds his left hand. She wears a chiton and himation and her head is 
covered. In this scene, another young figure is also depicted, a boy, who sits upon a stool, in 
front of the dining couch, and writes on a papyrus scroll. The inscription informs us that the 
sons of Serapanos, namely Paramonos and Serapas, dedicated this relief to their parents. So, 
these two younger figures are possibly the sons of this family.414 
 
 
 
 
 
 
 
 
 
 
 
                                                             
414 Aristodemou 2014, 126. 
 
Figure 83. Thessaloniki, Arch. Museum. Λ10105. 
4th c. AD. Aristodemou 2014, 127 fig. 5.   
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The significance of the Banquet motif 
    The profound social symbolism of the horse as well as the religious symbolism of the 
snake is among the topics to be examined in the long line of banquet reliefs that were 
produced in Thasos, and elsewhere, for centuries. The origins of the banquet scene have been 
thoroughly examined in the pioneering study of J.-M. Dentzer.415 What it however clear is the 
fact that from the 6th until the end of the 4th century BC, banquet scenes had absolutely 
nothing to do with death. On the contrary, they were associated with the social life of the 
upper strata and they signal the privileged life style of the Aristocracy of the Near East. This 
was somehow introduced to the Greek world and was used for the depiction of heroes.  416  
After all, as much as in myths as in history, heroic figures were almost exclusively members 
of grand families both in the archaic and the classical period. It is not a coincidence that the 
banquet theme goes along with the Hero Rider theme, since they both present aspects of the 
life of the Aristocracy – from the heroic military achievements to the cult established in his 
honour after his death. 417  
    The banquet theme is not realistically presented. Despite the fact that almost all elements 
are depicted, the presence of the female figure is in itself unrealistic, since no respectful 
women were present in archaic or classical Greek male banquet (exceptions are the private 
family banquets). 418  Aristodemou notes that “as can be deducted from the archaic and 
classical vase painting, the only women present at male symposia were of a lower social 
status - slaves, dancers, flute girls or courtesans (hetaerae) obliged to serve the guests. These 
women were depicted reclining among men and they were very lightly -or not at all- 
dressed”.419 The only occasion when respectable women appeared in banquet scenes of that 
period was in the banquet reliefs. There the woman, with her elegant and modest presence, 
would be identified either as the divine companion of the hero (thus consecrating his cult, 
along with the horse and the serpent), or as the eternal spouse of the deceased. 420  Her 
                                                             
415 Dentzer 1982, especially 559-566.  
416 Holtzmann 2019, 180. 
417 Holtzmann 2019, 180. 
418 Holtzmann 2019, 180 note 192. 
419 Corley 2002, 1. Dunbabin 2010, 22. Aristodemou 2014, 123 note 7 with bibliography.  
420 Aristodemou 2014, 123-124. Holtzmann 2019, 180.  
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presence is actually elevating the scene at a mythological level. She, along with her reclining 
husband, stands as the heads (archegètes), either real or mythical, of a tribe, of a dynasty, of a 
powerful family of the island. It is not irrelevant with the actual fact that in Thasos there was 
a cult of the Familial Gods (Πατρώοι Θεοί) who were worshipped by the Patres (Πάτραι).421 
    The Patres were the groups of families that formed the first constitutional body of Thasos 
and were based on the tribal system. 422 Having said the above, the establishment of the 
female figure (heroine) next to the hero in the votive banquet reliefs, led to the preservation 
of her figure in the forthcoming funerary banquet reliefs. 423 The heroic couple was gradually 
converted to a respectful real-life couple, a process that seems to be completed around the 3rd 
century BC – until that period both kinds of reliefs (votive and funerary) coexisted and their 
distinction was not very easy without the help of inscriptions or specific symbols. 424  
    The transition towards the funerary character of the banquet reliefs is evident through the 
gradual change of the male figure’s posture, that now becomes clearly reclining- a feature 
that dictates the horizontal axis of this composition that is supposed to mark a tomb. 425 On 
compromise might be the use of a vertical plinth (sometimes inscribed) that restores the 
vertical axis. Sometimes the scene becomes even narrower with the omission of certain 
elements, e.g. the servants, or various types of equipment. By the 2nd and 1st century BC, the 
evolution that led to the final form of the funerary banquet reliefs seems to be completed.   
    From now on, the female figure is not the subordinate companion of the male- as was the 
case in the heroic/votive reliefs. The two partners are equally important, despite the gradual 
disparities of secondary iconographical elements - except the tripod table and the miniature 
servant(s) – that leave the composition with only the basic features. One can follow this 
deterioration step by step also through the large production in other major  centers of the 
eastern Mediterranean, such as the wider Macedonia region, Thessaly, the Balkan peninsula 
in general, Black Sea (Bosporus region) and the coastal cities of Asia Minor.  426 
                                                             
421 Rolley 1965. 
422 Οδηγός Θάσου 2012, 267, 279. 
423 Holtzmann 2019, 181. 
424 Holtzmann 2019, 181-182 note 199. 
425 Holtzmann 2019, 182. 
426 Holtzmann 2019, 182-183 especially with notes 202 (Macedonia region), 203 (Thessaly), 204- 205 (Thracia, 
Scythia, Dacia), 206-207 (Asia Minor and Eastern Aegean islands). 
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    During the 3rd century AD, the pseudo-banquet is being reduced to a conventional and 
stereotypical depiction of a couple, or a family group and it continues to be produced in these 
centers. The second half of the 3rd century AD signal the final moments of its production – on 
the contrary the Horse Rider theme continues until late antiquity.   
    All in all, the banquet reliefs project the family values that remain unchanged in every 
period. The banquet scene that started as a medium to advertise the social status of members 
of the Aristocracy turned out to be an illustration of family ties, and marital relations. 
Leaving aside issues of iconography and quality of execution, even despite the 
iconographical deterioration of the subject during the last two centuries (2nd , 3rd century AD), 
the diffusion of this subject owes a lot to the appeal in people’s sentiments – something easily 
detected in the epigrams accompanying the deceased. 
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